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ABSTRACT 
"The E n g l i s h T h e o r i s t s o f t h e S e v e n t e e n t h C e n t u r y , w i t h 
p a r t i c u l a r r e f e r e n c e t o C h a r l e s B u t l e r and The P r i n c i p l e s 
o f MuBik . , . 1636 ." 
The t h e s i s i s d i v i d e d i n t o two main p a r t s : t h e f i r s t p a r t 
i s conce rned w i t h t h e E n g l i s h T h e o r i s t s and B u t l e r ; t h e second 
p r e s e n t s a modern e d i t i o n o f The P r i n c i p l e s o f M u s i k . . . 
Chap te r I , w h i c h i s p receded by a C h e c k l i s t o f t r e a t i s e s , t u t o r s , 
i n s t r u c t i o n books and " lessons"(1561-1725)»examines t h e t r a d -
i t i o n s o f E n g l i s h N u s i c Theory o f w h i c h B u t l e r f o r m s p a r t , 
d e v o t i n g most a t t e n t i o n t o those t h e o r i s t s who have r e c e i v e d 
l e a s t a t t e n t i o n , B u t l e r , t h e anonymous G u i d e , C a m p i a n , P l a y f o r d 
and S impson .Chap te r I I d e a l s w i t h t h e l i f e and work o f C h a r l e s 
B u t l e r , p r e s e n t i n g a l a r g e amount o f u n p u b l i s h e d b i o g r a p h i c a l 
i n f o r m a t i o n , a n d showing t h e a u t h o r t o have been a man o f wide 
l e a r n i n g and many t a l e n t s . C h a p t e r I I I d i s c u s s e s B u t l e r ' s b o o k : 
i n d i v i d u a l s e c t i o n s c o n c e r n t h e book as a spec imen o f t y p o -
g r a p h y , t h e c o n t e n t o f t h e book and i t s s t y l e , B u t l e r ' s s c h o l a r -
s h i p ; t h e " m a j o r i s s u e s " o f The P r i n c i p l e s . . . - t h e Moods,Greek 
m u s i c , t h e f o u r t h , t h e con t empora ry a t t i t u d e s t o w a r d s music as 
d e m o n s t r a t e d i n Book T w o , B u t l e r ' s i n d e b t e d n e s s t o e a r l i e r 
w r i t e r s and h i s i n f l u e n c e on o t h e r s - a re h e r e t r e a t e d . 
The modern e d i t i o n w h i c h f o l l o w s p r e s e n t s an a n n o t a t e d v e r s i o n 
o f t h e e n t i r e t e x t i n u n - r e f o r m e d s p e l l i n g , a d d i n g I n d e x Nom-
inum and I n d e x Rerum.Appendices d e a l w i t h B u t l e r ' s sou rces 
and r e f e r e n c e s ; a c h e c k l i s t o f h i s p r i n t e d b o o k s ; t r a n s c r i p t i o n 
o f a l l h i s m u s i c a l examples ; a p h o t o g r a p h i c supplement i s 
d e v o t e d t o B u t l e r ' s b i o g r a p h y . B i b l i o g r a p h y under f o u r ma in 
head ings - a r t i c l e s , t h e s e s , b o o k s , m i c r o f i l m s o u r c e s - c o n c l u d e s 
t h e t h e s i s . T h e whole i s p r e s e n t e d i n t h r e e volumes ,Volume I I 
b e i n g t h e modern e d i t i o n . 
INTRODUCTION 
INTRODUCTION . 
The main o b j e c t i v e o f t h i s d i s s e r t a t i o n has been the 
examinat ion o f Charles B u t l e r ' s The P r i n c i p l e s o f Musik 
i n S i n g i n g and S e t t i n g . . . 1636, aga ins t the background 
o f a l a r g e number o f d i d a c t i c mus ica l books pub l i shed i n 
B r i t a i n d u r i n g the seventeenth cen tu ry by many d i f f e r e n t 
au thors who have s ince been conven ien t ly l a b e l l e d "The 
E n g l i s h Mus ica l T h e o r i s t s o f the Seventeenth Century" . 
A few words o f "apology" are perhaps c a l l e d f o r a t t h i s e a r l y 
stage be fo r e the reader f i n d s t h a t no a t t e n t i o n has been g iven 
t o h i s f a v o u r i t e t h e o r i s t w h i l e l e s s e r f i g u r e s have r ece ived 
l a v i s h t rea tment as i f by some a r b i t r a r y magic, and a lso i n 
an a t tempt to f o r e s t a l l c r i t i c i s m o f the k i n d which censures 
an author f o r no t a c h i e v i n g what was no p a r t o f h i s 
o b j e c t i v e . 
The t i t l e de l i nea t e s the seventeenth cen tu ry as the 
scope o f t h i s s tudy bu t I thought i t adv isab le - f o r s e v e r a l 
reasons - t o extend the p e r i o d a t bo th ends. I have concerned 
myse l f e x c l u s i v e l y w i t h p r i n t e d sources, and, s ince these 
b e g i n , and appear s p o r a d i c a l l y be fo r e 16OO - s eve ra l are n o t 
e x t a n t - i t seemed, t h e r e f o r e , a wise move to beg in a t the 
b e g i n n i n g . At the o t h e r end o f the p e r i o d P l a y f o r d ' s 
I n t r o d u c t i o n which had f i r s t appeared i n 165 ,^ a t t a i n e d i t s 
f o u r t e e n t h numbered e d i t i o n i n 1?00, and was to r u n w i t h o u t 
f u r t h e r s i g n i f i c a n t a l t e r a t i o n th rough a t l e a s t f i v e more 
e d i t i o n s , the l a s t be ing the n i n e t e e n t h i n 1730. As Henry 
P l a y f o r d ' s business d e c l i n e d , so d i d John Walsh's inc rease , 
the 1690's be ing a s o r t o f no-man's l a n d , w h i l e the e a r l y 
1720's marked the end o f a s i g n i f i c a n t epoch i n Walsh's 
r e i g n . Faced w i t h the d e c i s i o n o f 1690's o r 1720's as the 
upward l i m i t o f my c h e c k l i s t , I op ted f o r c.1725 s ince 
t h i s a l lowed P l a y f o r d t o bow out w i t h d i g n i t y and a lso 
enables us to take n o t i c e o f the impor tan t new t rends 
encouraged, perhaps c rea ted by John Walsh. 
I have taken the wides t pos s ib l e v iew o f "mus ica l t heo ry" 
i t i s f a i r to say t h a t the books i n c l u d e d i n the c h e c k l i s t 
have o n l y one t h i n g i n common; each has b a s i c a l l y a 
d i d a c t i c purpose. I n s e v e r a l ins tances t h i s i s the o n l y reason 
f o r i n c l u d i n g a s p e c i f i c book: f o r example, A Choice C o l l e c t i o n 
o f Lessons f o r the Harps ichord , Spinnet . . . by John Blow 
jvj'O'fj q u a l i f i e s f o r i n c l u s i o n i n my l i s t o f t h e o r e t i c a l 
works s imply by having the word " lessons" i n i t s t i t l e . 
The work i n ques t ion con ta ins 3 s u i t e s , a <D Minor , A minor 
and C M a j o r : a unique ( ? ) copy is i n Durham Cathedra l L i b r a r y 
a t CI**- . The O x f o r d E n g l i s h D i c t i o n a r y records no use o f 
the word " lesson" i n a mus ica l sense w i t h o u t the conno ta t ion 
o f i n s t r u c t i o n o r educa t ion , so, a l though no t a word o f 
i n s t r u c t i o n i s g i v e n , B low ' s purpose i n w r i t i n g the baok 
would appear t o have been d i d a c t i c . Perhaps the p u b l i s h e r , 
Henry P l a y f o r d , possessed a keener eye f o r business than 
d i d the composer, and i t was he who l a b e l l e d them " lessons" , 
but I t h i n k n o t . X i t l e s l i k e Sa los , Ayres , Sonatas are 
f r e q u e n t l y found d u r i n g t h i s p e r i o d , so i n u s ing the t i t l e 
he used i t i s most reasonable t o assume t h a t Blow accepted 
the i n s t r u c t i o n a l na ture o f h i s work . 
A t the o t h e r end o f the t h e o r e t i c a l scale we come 
across a work l i k e C l a u d i i Ptolemaei Harmonicorum L i b r i T r e s . . . 
O x f o r d , a t the Sheldonian Theat re , 1682, by John W a l l i s , a 
t r a n s l a t i o n from Greek pLnto L a t i n o f the mus ica l w r i t i n g s o f 
Ptolemy, doubt less o f g r ea t importance t o a l l those people 
l i k e the members o f the Eoyal Soc ie ty who were deeply concerned 
w i t h the s c i e n t i f i c s tudy o f music . Somewhere between the 
JJWO poles o f B l o w ' s Lessons and W a l l i s ' t r a n s l a t i o n o f Ptolemy 
we meet up w i t h a work l i k e Thomas G r e e t i n g ' s Pleasant 
Companion. . . ( e a r l i e s t e x t a n t e d i t i o n 1672, a t Cambridge) 
wh ich , i n a d d i t i o n to the music to be p layed s u p p l i e s 
i n s t r u c t i o n s on how to p l a y i t . The most raw amateur c o u l d 
work h i s way th rough Gree t ing and s t i l l be an amateur bu t i t 
cannot be s t a t e d too s t r o n g l y t h a t Gree t ing was a good book 
s ince i t q u i t e o b v i o u s l y achieved the s t a t e d purpose and made 
the recorder and f l a g e o l e t ins t ruments on which a person c o u l d 
v i r t u a l l y teach h i m s e l f t o p l ay and thereby pass the t ime 
c o n g e n i a l l y , perhaps w i t h a few f r i e n d s o f s i m i l a r t a s t e , w i t h 
h i s f a m i l y , o r even on h i s own. By 1688 the book had 
achieved i t s seventh e d i t i o n . 
T h i s body o f mus ica l l i t e r a t u r e presents music to the 
p u b l i c with a v iew to improv ing mus ica l educa t ion : that i s i t s 
f a i son 4 . ' £ t r e . JSat, within thiB mus ica l p u b l i c there i s an 
enormous range o f a b i l i t y , i n t e r e s t and a p p l i c a t i o n . Seen as 
an e n t i t y - which i t i s n o t , be ing t r u l y bu t p a r t o f the 
whole o f music pub l i shed a t any one t ime - the i n s t r u c t i o n a l 
l i t e r a t u r e i l l u s t r a t e s what may be c a l l e d f o r want o f a b e t t e r 
express ion "the mus ica l t a s t e " o f an e ra , and t h i s t a s t e , l i k e 
any o t h e r , i s c o n s t a n t l y changing. The p u b l i c who r ece ived 
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Whythome's Songs . . . i n 1571 was a ve ry d i f f e r e n t beast from 
the one which bought Favour i t e Songs i n Muzio Scaevola (c.1722). 
I f we accept t h a t mus ica l t a s t e can never s e t t l e and remain 
s t a t i c we must a lso accept t h a t i t i s n o t . a narrow and 
exc lu s ive phenomenon v i s i t i n g one s e c t i o n o f the p u b l i c as 
i t were by d i v i n e a u t h o r i t y . The year 1672 saw the 
p u b l i c a t i o n o f an e d i t i o n o f G r e e t i n g ' s Pleasant Companion, 
the s i x t h e d i t i o n o f P l a y f o r d ' s I n t r o d u c t i o n , the p r e l i m i n a r y 
sk i rmishes o f Locke and Salmon, and a lso Edmund Chilmead's 
De Musica An t igua Graeca; i t may have been a good year , o r 
a bad year , bu t i t was no t a p a r t i c u l a r l y s ing le -minded yea r . 
S i m i l a r l y v/e must beware the tendency to t r u s t 
u n c r i t i c a l l y the l i t t l e contemporary evidence which s u r v i v e s . 
Roger N o r t h , w r i t i n g C. 1720 cou ld say o f P l a y f o r d ' s 
I n t r o d u c t i o n t h a t i t was "bu t j u s t ( i f a t a l l ) b e t t e r than 
none" and i n the next sentence descr ibe B u t l e r ' s P r i n c i p l e s 
as "a mus ica l grammer ever to be recommended . . . " j^Roger N o r t h 
ed . John Wilson p . 137~| Th i s i s va luab le comment coming from 
a w r i t e r and music ian o f N o r t h ' s s t a t u r e , and we are 
f o r t u n a t e to have contemporary evidence - a t l e a s t on the 
I n t r o d u c t i o n - o f how these two works were r ece ived bu t v/e 
should also bear i n mind t h a t t h i s i s h i g h l y s u b j e c t i v e 
c r i t i c i s m r , the o p i n i o n o f one man, born and bred to music . 
Samuel Pepys, sat; P lay f o r d i n an e n t i r e l y d i f f e r e n t l i g h t : 
he was s u f f i c i e n t l y e n t h r a l l e d to read the I n t r o d u c t i o n a l l 
the way as he walked f rom Greenwich to Woolwich and to w r i t e 
"where in are some t h i n g s ve ry p r e t t y . " | l ) i a r y ed . H . B . Wheatley 
22 March 1667 7| As i t t u r n s o u t , i t i s easy to say t h a t 
Pepys makes the more j u s t es t imate o f P l a y f o r d s ince the 
• "• • ' ' - 6 
I n t r o d u c t i o n was the most impor tan t p iece o f mus ica l l i t e r a t u r e 
o f the seventeenth c e n t u r y : i t was a lso one o f the poorest 
i n terms o f l e a l v a l u e . 
The g r ea t e s t cdanger l i e s i n the drawing o f genera l 
i n f e r e n c e s f rom p a r t i c u l a r cases. A recent a r t i c l e e n t i t l e d 
"The S o c i a l S i g n i f i c a n c e o f the 17th Century E n g l i s h Music 
TheorisAs" by L i l l i a n M. R u f f joonsor t No.26, 1970 pp.Vl2 - k22^ 
s t a t e s t h a t "most households i n London had a keyboard 
in s t rumen t " q u o t i n g the common re fe rence i n Pepys 2 Sep. 1666 
i n support o f t h i s s ta tement . Even i f we a l l o w t h a t Pepys 1 
evidence i s documentary, i n the l i g h t o f what we know from 
o t h e r sources about the Great F i r e we can o n l y say t h a t " o f 
the households i n London who had the necessary money, 
i n f l u e n c e , o p p o r t u n i t y and p r o x i m i t y t o the r i v e r t o hi i teaa 
l i g h t e r t o remove t h e i r e f f e c t s , about two t h i r d s had a 
keyboard i n s t rumen t " , which i s v a s t l y d i f f e r e n t f rom D r . R u f f ' s 
v i e w . 
One need o n l y j o i t e the opening o f M o r l e y ' s I n t r o d u c t i o n -
probably the most quoted passage o f a l l the E n g l i s h t h e o r i s t s -
t o r e c a l l the dangers o f u n c r i t i c a l acceptance o f r ece ived 
i dea s . The passage used t o be accepted as gospel when 
d e s c r i b i n g mus ica l England o f the Golden Age: indeed the 
m a j o r i t y o f h i s t o r y books - those which t r o u b l e t o mention 
music - and many o f the l i t e r a r y h i s t o r y t e x t s , are so 
u n b e l i e v a b l y o u t - o f - d a t e t h a t they s t i l l imagine t h a t a few 
sentences c a r e f u l l y c o i l e d f rom Burney and Hawkins, d iges ted 
by l a t e r w r i t e r s and presented as Marley, w i l l adequately 
descr ibe the s o c i a l p o s i t i o n o f music i n England i n 1597* 
The mus ica l h i s t o r i e s are g r a d u a l l y approaching a f a i r e r 
es t imate and on the whole tend to ..admit t h a t there i s perhaps 
a t race o f the a d v e r t i s i n g - man i n Mor ley . We can, however, 
a f f o r d to be cons ide rab ly more f o r t h r i g h t : had the c o n d i t i o n s 
descr ibed by Morley been o f genera l provenance i n houses o f 
n o b i l i t y , merchants and scho la r s , then there c o u l d have 
been no p o i n t i n w r i t i n g the book. Poor Philomathes must 
have dodged the column i f he was unable to s i n g and p l a y a t 
s i g h t . Wi th some degree o f c e r t a i n t y we can a f f i r m t h a t the 
c o n d i t i o n s se t ou t by Morley - the d i scuss ion o f music and the 
a f t e r - d i n n e r performance o f music - ob t a ined i n some 
households; we can name some o f the houses; we know the 
composers, pa t rons and per formers i n v o l v e d . Yet we have 
l i t t l e evidence t h a t these c o n d i t i o n s e x i s t e d across the 
l e n g t h and breadth o f the kingdom: non ibu t a rash man would 
a s se r t t h a t l i f e a t Hengrave H a l l , Rushbrooke, o r K i r t l i n g 
was t y p i c a l o f E n g l i s h a r i s t o c r a t i c l i f e . 
We must be c o n s t a n t l y aware o f the p u b l i c t o whom a 
c e r t a i n book i s addressed and i t f o l l o w s t h a t we must be 
ve ry wary o f comparing books produced f o r w i d e l y d i f f e r e n t 
audiences, f o r example the f i r s t e d i t i o n o f Morley and the 
l a t e r e d i t i o n s o f P l a y f o r d , no t because comparison i s no t 
p o s s i b l e , bu t because we must n o t , l i k e the Hon. Roger N o r t h , 
expect books to be what they never se t ou t t o be . S i m i l a r l y 
we ought t o remember t h a t these books, l i k e most o t h e r s , were 
produced t o f u l f i l a need. Music p u b l i s h e r s o f the seventeenth 
cen tury were no more p h i l a n t h r o p i c than t h e i r modern coun te r -
p a r t s : they hoped to make a l i v i n g f rom t h e i r judgement i n 
p i c k i n g the r i g h t books and read ing the ;rpinde o f the mus ica l 
p u b l i c . That the needs o f the seventeenth cen tu ry mus ica l 
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p u b l i c are no t the needs o f today should no t need to be s t a t e d . 
The c h e c k l i s t around which the present work grew cas ts 
i t s ne t wide and takes i n many f r i n g e works o f mus ica l t heo ry 
neg lec ted by o t h e r w r i t e r s who have a t tempted s i m i l a r bu t 
more r e s t r i c t e d l i s t s . Never theless i t i s the t f t e a r i s e 
and i n s t r u c t i o n book which make up the m a j o r i t y o f e n t r i e s 
i n a l l these l i s t s , and here I can o n l y c l a i m to have i n c l u d e d 
a few f o r g o t t e n by o t h e r w r i t e r s . The works which are t r e a t e d 
i n the chapter i n the E n g l i s h T h e o r i s t s w i l l be seen to be 
o n l y those which are c l e a r l y r e l a t e d t o B u t l e r ' s t r e a t i s e , 
i . e . those e a r l y t r e a t i s e s which may have i n f l u e n c e d him and 
the l a t e r ones on which he, i n h i s t u r n , exe r t ed i n f l u e n c e : 
the f i r s t chapter , then a t t emp t s to place B u t l e r i n the 
mainstream o f E n g l i s h t h e o r i s t s . 
Chapter Two i s devsted e x c l u s i v e l y to the l i f e and works 
o f Charles B u t l e r , p a r t l y t o pu t on r e c o r d a g rea t deal o f 
b i o g r a p h i c a l i n f o r m a t i o n t h a t was ha rd t o come by, bu t 
p r i n c i p a l l y because i t enables us to pu t B u t l e r ' s music 
back i n t o pe r spec t ive , t o seel i t n o t o n l y as a r e f l e c t i o n 
o f the age • ' inwhich he l i v e d - impor t an t enough - bu t a lso 
as a q u i t e s m a l l p a r t o f a h i g h l y d i v e r s i f i e d o u t p u t . 
Not w i t h o u t reason do we expect our Morley 's , , our 
Simpsons, and even our Greet ings to produce competent 
books on music: they were p r o f e s s i o n a l s . But B u t l e r , w i t h o u t 
doubt the most s c h o l a r l y o f the E n g l i s h T h e o r i s t s o f the 
cen tu ry and probably second i n va lue o n l y to Mor ley , was 
an amateur, and an amateur who succeeded i n making h i s name 
i n every walk o f l i f e which he t r a v e l l e d . Th i s ought t o 
concern us . 
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Chapter Three i s g i v e n over t o some o f the broader 
aspects o f B u t l e r ' s music book, h i s a t t i t u d e s t o the modes, 
t o Greek music, the harmonic i n t e r v a l o f the f o u r t h , t o 
i s o l m i z a t i o n , where sometimes he f o l l o w s accepted t e ach ing , 
sometimes' c reates a new d o c t r i n e , sometimes des t roys the 
or thodox approach, and sometimes i s s imply q u i t e wrong. 
The reader w i l l f i n d t h a t v e r y l i t t l e space i s g i v e n t o 
B u t l e r ' s f o l l o w i n g o f the or thodox l i n e s . 
The substance o f t h i s d i s s e r t a t i o n i s a modern e d i t i o n 
o f B u t l e r ' s P r i n c i p l e s . I must confess t o hav ing h e s i t a t e d 
a l o n g t ime about t h i s , knowing t h a t P ro fesso r G i l b e r t 
Reaney and Da Capo Press o f New York were p r e p a r i n g a 
f a c s i m i l e as f a r back as 19&7, hu t n o t knowing how much 
e d i t o r i a l ma t t e r v/as t o be i n c l u d e d . As i t happened there 
was no need f o r my h e s i t a t i o n s ince the Reaney f a c s i m i l e 
con ta ins o n l y an i n t r o d u c t i o n and no o t h e r e d i t o r i a l ma t t e r , 
i n many ways a missed o p p o r t u n i t y a l though i t w i l l c e r t a i n l y 
a l l o w the w o r l d ' s music l i b r a r i e s t o have t h e i r own copy o f 
B u t l e r . The present f a c s i m i l e craze i s * one suspects , 
l i b r a r y - i n s p i r e d , i t i s c e r t a i n l y l i b r a r y - o r i e n t a t e d 
p a r t i c u l a r l y as regards p r i c e , bu t t h i s i s no t the whole 
s t o r y . Reaney1 s Da Capo e d i t i o n i s a g i f t a t £>5'- the Broude 
e d i t i o n , when i t a r r i v e s , w i l l be a p e r f e c t f a c s i m i l e , bu t a t 
th ree t imes the p r i c e . Now i t i s pos s ib l e to have a xerox 
copy o f B u t l e r a t about h a l f the cos t o f the Da Capo f a c s i m i l e , 
o r a m i c r o f i l m copy a t about h a l f the cos t o f x e r o x . For 
the scho la r work ing on a p a r t i c u l a r t e x t , xerox p r i n t i s the 
i d e a l medium fo t h a t i t can be annmtated, i n t e r l e a v e d , o u t , 
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re -a r ranged , a l l o f which i s imposs ib le w i t h a l i b r a r y copy 
and which one f e e l s d i s i n c l i n e d t o do w i t h a twenty pound 
f a c s i m i l e . / The s tuden t , however, r e q u i r e s a modem e d i t i o n , 
unless he i s prepared to spend months on each t e x t . Harmon's 
modern e d i t i o n o f Morley i s w o r t h t en f i r s t c l a s s f a c s i m i l e s 
to the s tuden t , and to some degree to the s cho l a r ; i t a lso has 
a c e r t a i n appeal t o the " i n t e r e s t e d reader" ; i t i s produced 
a t a ve ry r e a l i s t i c p r i c e . 
A f t e r much c o n s i d e r a t i o n I decided t h a t the most 
s a t i s f a c t o r y method o f dea l i ng w i t h The P r i n c i p l e s v/as t o 
present a modern e d i t i o n , l i b e r a l l y annota ted , w i t h B u t l e r ' s 
sources which have been i n d i v i d u a l l y t r a c e d . The r e l e g a t i o n 
o f t h i s i n f o r m a t i o n to an appendix has g rea t advantages: i t 
enables the reader to apprec ia te more q u i c k l y the wide 
v a r i e t y o f B u t l e r ' s sources; he can also seeoat a glance the 
r e l a t i v e importance o f the d i f f e r e n t sources; i t removes an 
enormous amount o f paraphernalia from the t e x t and Obvia tes the 
neces s i ty o f r e p e a t i n g minute d e t a i l s f o r each s i n g l e r e f e r e n c e . 
Appendix A may appear to the casual reader as j u s t so many 
neat pages o f t y p e s c r i p t bu t i t represents a c rush ing l a b o u r . 
Appendix B i s a photographic supplement whose prime 
o b j e c t i v e i s to place on r e c o r d a s e l e c t i o n o f the i l l u s t r a t e d 
m a t e r i a l I have come across i n my researches i n t o B u t l e r ' s 
b iography , i t would be i d l e t o p re tend t h a t a l l the 
photographs are on i n t r i n s i c value bu t some are o f obvious 
s i g n i f i c a n c e : the e x t r a c t s f rom B u t l e r ' s r e g i s t e r s a t 
Uootttan, the Churchwardens'Accounts, the halograph s i g n a t u r e , 
the Strode poem are unique and unpub l i shed . The remainder 
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endeavours to piece toge the r a p i c t o r i a l account o f B u t l e r ' s 
l i f e , w h i l e the l a s t one records the t r i b u t e o f a p a r i s h 
to i t s s c h o l a r l y pa s to r , some threeohundred years a f t e r 
h i s death . 
Appendix C i s a compara t ive ly 6hor t s e c t i o n which 
c o l l e c t s b i b l i o g r a p h i c a l i n f o r m a t i o n o f B u t l e r ' s books 
d u r i n g h i s l i f e t i m e . Facs imi le t i t l e pages and a c h e c k l i s t 
i n d i c a t e what was pub l i shed and where, and l o c a t e s s u r v i v i n g 
copies - no t a l l s u r v i v i n g cop ie s . 
Appendix D con ta ins the t r a n s c r i p t i o n s o f B u t l e r ' s 
mus ica l examples. I d e a l l y these Bhould have been insieir ted 
i n the t e x t as they are i n the o r i g i n a l , bu t f o r s eve ra l 
reasons t h i s was no t f e a s i b l e : B u t l e r ' s examples i n the 
main use 5 mm t y p e , f i n e f o r p r i n t i n g bu t almost imposs ib le 
f o r my manuscript s t y l e ; i n a d d i t i o n many o f the examples 
r e q u i r e d to be r e a l i s e d , so what appeared to be a sinrgle 
sti&sce packed w i t h unbarred notes became a f i v e - v o i c e d 
canon occupying tvro pages o f manuscr ip t : two o r t h ree o f 
these examples toge the r and one had l o s t the t h r e a d o f the 
t e x t . So I decided to use f a c s i m i l e s o f the o r i g i n a l mus ica l 
examples i n the modem e d i t i o n o f the t e x t and p lace a l l the 
t r a n s c r i p t i o n s t o g e t h e r . This way i t i s a t l e a s t poss ib l e 
to see t e x t , o r i g i n a l example and t r a n s c r i p t i o n a t the 
same t i m e . 
The B i b l i o g r a p h y which concludes the work i s d i v i d e d 
i n t o f o u r sec t ions l i s t i n g theses, books, a r t i c l e s and 
m i c r o f i l m sources. 
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Finally I must acknowledge my indebtedness to a host 
°^ people Who, i n various ways, have provided help, incentive 
and encouragement. First to the late Canon F.E. Money and 
the late Dr. H. Malcolm Fraser: Canon Money, one-time 
successor of Butler at Wootton St. Lawrence, and later Canon 
of Winchester, had delved deeply into the records of his 
church, unearthing much valuable biographical and documentary 
evidence of Butler, a l l of which he put at my disposal. Dr. Fraser 
was probably the foremost authority on bee-keeping i n this country 
and a keen student of Butler. Dr. Eva Crane, Director of the 
Bee Research Association, has taken a keen interest i n my 
Butler researches and provided f a c i l i t i e s for me to s i f t the 
li t e r a r y remains of Money '& Fraser at Gerrard's Cross, the 
headquarters of the Association. The Superintendant and Staff 
of the Music Room at the British Museum responded eagerly to 
several trying enquiries and many v i s i t s . At the Bodleian, 
Peter Ward Jones of the Music Department has been extremely 
helpful: Miss Margaret Crum f i r s t drew my attention to the 
unpublished Strode poem. Many Librarians and Curators 
arranged microfilming of relevant texts: Cambridge University 
Library, Peterhouse, Trinity College, the University Libraries 
of Glasgow and Reading, the libraries of Royal College of Music, 
Royal Academy of Music, Dundee Public Library, the National 
Library of Scotland, the Library of Congress, Henry E. 
Huntington Library of California, New York Public Library, 
Harvard University Library, the Prussian Staatsbibliotek of 
Berlin. The Archivists of Buckinghamshire, Oxford, Hampshire 
and Lincoln gladly gave advice, while the Librarian of 
Christchurch, Oxford arranged photo-copying of the Strode poem. 
A special record of gratitude i s due to R. C. Norris of the 
Chapter Library of Durham Cathedral for his valuable aid on 
about ten of Butler's more recondite sources. 
I t i s probably true to say that a l l books written around 
one man carry with them an element of crusading zeal but I 
make the most insignificant claim for Butler. Butler the 
bee master is alive i n Gerrard's Cross, Butler the parish, 
priest, the philologist, the Ramist, the ortlpgrapher, have 
a l l received mention i n the last fifteen years. Butler, the 
musician, i s ignored by the English Musical historians of 
this century: he deserves better. 
Finally I would lik e to place on record my thanks 
to Dr. Jerome Roche of Durham University for his forebearance 
and friendly interest i n this work. 
CHECKLIST of Treatises Tutors, Instructions 
& Lessons published i n Britain 1561 - 1723 
f 
The check-list operates according to the following 
terms of reference. 
1. The l i s t i s chronological. 
2 . Works of definite date precede those of tentative 
or conjectured date, the l a t t e r being invariably 
enclosed i n square brackets. 
3 . Titles on non-extant works are enclosed i n square brackets 
At least one reference to these works in enclosed, 
sometimes a newspaper advertisement, sometimes a 
contemporary catalogue reference, but f a i l i n g one or 
both of these sources, a reference to a modern 
authority. Abbreviations for newspaper names correspond 
v/ith those given i n Michael Tilmouths* "Calendar ..." 
in R.M.A. Research Chronicles 1 and 2 . 
k. A.S. after an entry indicates that the work in question 
appears i n Adrienne Simpson's "A Short - t i t l e l i s t 
of Printed English Instrumental Tutors up to 1800, held 
in B r i t i s h Libraries", i n Royal Musical Association 
Research Chronicle No.6. (1966). 
5 . T.E.W. after an entry indicates that the work i n question 
appears i n Thomas E. Warner's Annotated Bibliography of 
Woodwind Instruction Books, 1600-1800, published as No.11 
of Detroit Studies i n Musical Bibliography, 1967. The 
number which accompanies these i n i t i a l s gives the exact 
reference i n Warner's l i s t . 
6. R.T.D. after an entry refers to Thuston Dart's "Handlist 
of Instrumental Music ... 1681", published i n Qalpin 
Society Journal V I I I (1955). 
7. D.D.B. after an entry refers to David Boyden's 
"Geminiani and the f i r s t v i o l i n tutor" and "A Postscript 
to Qeminiani...", i n Journal of the American Musicological 
Society 1959 and 1960. A number after these i n i t i a l s 
gives an exact reference to Professor Boyden's l i s t , 
while an asterisk indicates that he has not located a 
copy of the work in question. 
8. W.C.S. and a number denote an entry i n William C. Smith's 
Bibliography of the Musical Works of Joh Walsh, 1695-1721.-
Oxford University Press for Bibliographical Society, 19^ +8. 
9. D & M and a number denote an entry i n Day and Murrie 
English Song Books, 1651 - 1702 Oxford University Press 
for Bibliographical Society, 19^0. 
10. A.D. and a page number denote an entry i n Andrew Deakin 
Musical Bibliography : A Catalogue of the Musical Works... 
published i n England...,Stockley and Sabin, 1892. 
11. U.S. and a number denote an entry i n Robert Steele The 
Earliest English Music Printing ... for the Bibliographical 
Society, 1903. 
12. For each extant work a single location has been included, 
using the sigla recommended by Repertoire Internationale 
des Sources Musicales : most of these entries read 
GB. Lbm, Great Britain, London, British Museum. 
13. No attempt has been made to piece works within the year, 
except by alphabetical recognition of author. Author 
takes precedence over Anonymous. 
1*t. A l l entries are s h o r t - t i t l e . 
15* The number in square brackets i n the right-hand 
margin i s the number i n this, checklist. 
16. A typical entry would thus read as follows. 
1662 Cantus1 Songs & Fancies... Tjhomasj D avidsonj 
Aberdene, John Forbes. | 49J 
D & M 18 ; 
Unique editio princeps at US* SM. 
A Check List of treatises, instruction books, 
instrumental tutors and lessons published i n the 
Br i t i s h Isles from 1561 - 1725» 
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1561 Short introduction into the Science of Kusicke 
i n Psalmes of David...Thomas Sternhold... 
John Day. j j Q 
Society of Antiquaries 
RS 38 
[1563J [Lute..;] |Le ROY 
Adrianj 
Kingston [trans Alford] |~2J 
RS 16* 
[1565J [sequence of Lutynge] 
Stat. Reg. i , 298 
[Allde] AD. p.^f, RS. 18* RTD p.1*f 
[1568] f"Lute..r| [£e ROY 
Adrian] 
[trans Alfordl [kj 
R3. 20* RTD p..l4 
jsercs^ John Kyngston for James Rov/bothara 
GB Lbm 
J1568/9J jlnstruction ;fro the gytternj 
r i W 
[for Rowbothamj A.D. p.k R.S. 21* Maunsell H, 18 RTDp,1*f 
| j 5 7 0 j |A Boke of musykej 
[vaMtrOllies? Thos] [Vj 
Sta*. Reg. R.S. 2h* RTD p.14 
157^ A briefe and plaine instruction... 
lute... LE ROY 
Adrian 
trans F. Ke jVj 
AD p ,5 A.S. 63 RTD p.14-
John Kyngston for James Rovrbotham 
GB Lbm 
[157^ [k Brief Instruction of Musicke ,_ 
DELAMOTE 
jTho.Vaffltrdliear] AD. p.5 Maunsell, i i , 16, RS. 26* RTD p.1^ 
jpo^J jlntroduction.. . j 
[Tbell Jeffes' 
Stat Reg i i 95 
AD p ,6: See Steele p, 101:RS 33* Maunsell i i 1-6 
[BATHE 
William] 
|l587] A Briefe Introduction to the S k i l l of Song 
Tho Este 
<3B Lbm 
BM [ 5 9 0 ] RS 110 
BATHE 
William 
['] 
|l391~| |Dive rs and Sundry Waies of 
2 ptB ... plainsong.. . ~ j 
Tho East 
GB Ob AD p ,7: RS 127: RTD p,15 
FARMER 
John GO 
^593] [gew Boke of TablitureJ 
for Barley 
RS ky 
[l593j ^ Booke of Citterne Lessons 
{for Barle^ 
AD p.8.RS kk*: Maunsell i i 78: RTD p*15 
1596 Pathway to Musicke... 
for William Barley 
GB Lbm 
for BARLEY 
William 
AD p .8: RS 151 
1596 A new booke of tabliture... for BARLEY &0 Lute, Orpharion, Bandora... William for William Barley 
GB Lbm AS RS 152: RTD p.15 
1597 Cittharn School HDLBORNE 
Peter Short 
GB Cu 
Anthony 
AD p .9: RS 157: RTD p.15 
1597 A Plain & Easie Introduction MORLEY 
Thos _ 
Peter Short I l 7 
GB Lbm AD p-9 RS 161 RTD p.15 
[j597] [instructions to play the Virginallesj jHoekinej 
Stat. Reg. i i i , 8 l fl8~] 
RS 50* RTD 16 J 
1599 First book of Consort Lessons... MORLEY 
Thomas 
William Barley (l9| 
GB Lbm **> P'16 8 3 1 8 1 
5599| [New Book of TablitureJ i ^ " ! 
|ihort| L -1 
AD p.9 RS 56* new ed. of 1596 
1603 The Schoole of musicke... ROBINSON 
Thomas 
The Este for Simon Waterson [21J 
GB Lbm AD p.10 AS RTD p.17 
1608 Plaine & Easie Introduction... MORLEY 
Thos 
Humphrey Lownes [22J 
GB Lbm 2 ed 
1609 Andreas Ornithoparcus : his MICROLOGUS... DOWLAND 
John 
for Thomas Adams 
GB Lbm AD p.11 
1609 Lessons for Viols FERRABOSCO 
(Younger) 
Thomas SNODHAM/John BROWNE \2k] 
GB Lbm AD p.11 RTD p.18 
1609 New Citharen Lessons ROBINSON 
Thomas r — 
William Barley \23J 
GB Lbm AD p.12 AS RTD p.18 
1609 Consort Lessons EOSSETER 
Thos Este: alias Snodham for John Browne 
AD p.12 RTD p.19 
GB I&a (Cittoernu Part only) 
1610 Varietie of lute-lessons 
...Besard...John Dowland 
DOWLAND 
Robert 
for Thomas Adams 
GB Lbm 
AD p.12 AS m RTD p.19 
J161Q] A New Way.., CAMPIAN 
Thomas 
GB Lbm 
AD p.12 (1613) 
Grove says 'I613 1 - EH Fellowes Bukofzer says '1610 
STC (1610) No. 45*f2 probably past l6l*f 
1611 ConsQrt Lessons. 
Thos Snodham & John Browne 
GB Lbm* GB Lcm* GB Ob* 
MORLEY 
Thos 
rev. edition 
RTD p.20 
l6l*f A Brief Discourse.. 
Edward Allde for Thomas Adams 
GB Lbm 
RAVENSCROFT 
Thomas 
AD p.12 (1611) 
1626 Sylva Sylvajcum : or a 
Natural! historic... 
J.H. for William Lee 
BACON 
Francis 
AD p.13 (1628) 
1627, 1628, 1631, 1635, 1639, Huntington 
1658, 1677 
US SM 
1631 A Briefe & Short Instruction of BEVTN 
the Arte of Musicke... Elway 
R. Young 
GB Lbm 
AD p.l^f (1630) ,RTD p.23 
1636 Principles of Musik. 
J Haviland for Author 
GB Lbm 
BUTLER 
Charles 
AD p.1*f RTD p.23 
1638 Siren Coelestis... 
•f&ethod by William Braithwaite 
John Norton 
GB Lbm 
VICTORINOE 
Georgiius 
1651 A Musical Banquet... 
TH for J. Benson & J. Playford 
RTD p. 23:D & M 1 
GB Ob 
PLAYFORD 
John [»] 
1652 Lutes Apology..* 
Thomas HARPER for Livewell CHAPMAN 
RTD p 2k 
Bedford Co. Record Office 
Harper's Printers Device on t-p 
Musica-Laetifioat Cor 
Music ce r t i f a t cer mis 
Bedford Co. R.O. 
GB 
MATHEW 
Richard 
[36] 
1652 A Book of New Lessons 
for Gittern 
TH for J Benson & J Playford 
GB Ge 
PLAYFORD 
John 
[37] 
1652 A Booke of New lessons for the 
cithren & gittern, 
TH for John Benson & John Piayford 
GB Ge 
AD p.15 AS RTD p.23 
PLAYFORD 
John 
[38] 
1652 Musicks recreation on the lyra-viol PLAYFORD 
John 
for John Playford J^ 39j AS 
GB Lbm 
RTD p.23 D & M 3 
1653 Compendium of Musick 
Th. Harper 
GB Lbm 
AD p.15 
trans 
DESCARTES 
BROUNKER 
165^ - Introduction... 
for John Playford 
US BH 
AD p.15 RTD p.2k 
PLAYFORD 
John 
1655 Introduction... 
for John Playford 
US Bh 
D & M 7 
PLAYFORD 
John 
1658 A brief Introduction... PLAYFOED 
John 
W. Godbid for J. Playford 
GB Lbm 
AS 
1659 Division V i o l i s t . . . 
W. Godbid for John Playford 
GB Lbm 
SIMPSON 
Ghrietophe 
AD p.16 RTD p.24 
1659 Division V i o l i s t . . . 
William Godbid 
"Another Edition" 
GB Lbm 
SIMPSON 
Christophe 
1660 A brief introduction... PLAYFORD 
John 
W. Godbid for John Playford 
3rd ed. 
GB Lbm 
AS D & M IS 
1661 A Short Direction... 
William Hall for Richard Davis 
OXFORD 
US SI1 
LOWE 
Edward 
AD p.17 
AS 
1662 Cantus, Songs & Fancies 
Aberdeen : John FORBES 
US SM 
DAVIDSON 
Thomas 
AD p.17 D & M 18 
1662 A Brief Introduction... 
AS 
for J. Playford 
GB Lbm 
PLAYFORD 
John 
D & M 17 
[-3 
1661 Musicks recreation on the viQl lyra PLAYFORD 
way John 
W. Godbid for John Playford 
GB Lbm 
[«0 
1663 Musicks hand-maide... 
for J. Playford 
GB Lbm 
RTD p.24 
1664 Templum Musicum... ALSTED 
trans BIRCHENSHAW 
William Godbid 
trans of section "Musica" i n "Elementale Mathematician" 
by Alstedt, Frankfort 1611 ^ 
GB Lbm 
[ 5 i ] 
1664 A Brief Introduction.., 
4 ed 
William Godbid for John Playford 
AS 
GB Lbm 
PLAYFORD 
John 
D & M 21 0] 
1664 A Brief Introduction... 
W Godbid for J Playford 
& Zach Watkins 
omits 4th Ed. 
US Bh D & M 21 
PLAYFORD 
John 0*3 
1665 Chelys... 
W Godbid for Henry Brome 
GB Lbm 
2nd ed of Div Vi o l i s t 
AD p.18 RTD p.24 
SIMPSON 
Christopher 
•[*] 
1665 Principles of Practical Musick 
delivered... 
W Godbid for Henry Brome 
GB Lbm AD p.18 
SIMPSON 
Christopher 
[56] 
1666 Cantus, Songs 8c Fancies... 
2 ed 
Aberdeen 
Edition from Edinburgh DAVID TRENCH 
_. • D 8c M 23 GB Lbm r 
DAVIDSON 
Thomas 
[57] 
1666 A Brief Introduction.., 
William Godbid for J. Playford 
AS D & M 22 
GB Lbm 
PLAYFORD 
John 
[58] 
1666 A Brief Introduction... 
(different portrait) 
William Godbid for J. Playford 
GB Lbm AS D & M 22 
PLAYFORD 
John 
[59] 
1666 Musick1s delight on the cithren., 
William Godbid 
GB Lbm 
AS RTD p.25 D 8c M 24 
PLAYFORD 
John 
[60] 
166? A Brief Introduction PLAYFORD 
John 
William Godbid for John Playford 
AS 
GB Lbm 
D & M 25 
1667 Compendium... 
2 ed 
W Godbid for Henry Browe 
GB Ob 
AD p.18 
SIMPSON 
Christopher 
1667 Directions for the flagellet. 
sold by; Robert Pawlett ^ 
GB Lbm 
SWAIN 
Thomas 
[63] 
1667 Chelys... 
(Further supply of 1665 sec. ed) 
Grove V 
SIMPSON 
Christopher [ft] 
1669 Musi cks recreation.>.viol lyra-way 
W Godbid for J Playford 
GB Lbm 
AS 
PLAYFORD 
John 
[ 6 5 ] 
I669J £APO11O fs Banquet. . .J 
for John Playford] ^ ^ M p > 
US NY * GB DU* 
[1669J [jlusick's Solace...Cithrenj 
jjohn Playford] 
MRVL-W 1669 
GPC 1675 
PLAYFORD 
[PLAYFORD 
John] 
[«] 
[ST] 
1670 A Brief Introduction PLAYFORD 
John 
William Godbid for John Playford AS D & M 32 [ 6 8 J 
GB Lbm 
[Woj Direction to play... flagellet 
Second: part 
Robert Pawlet 
GB Lbm 
AS [69] 
[IS?!] Lessons for the BASS-VIOL on the 
Common Tunings 
William Godbid for Author RTD p.25 
'GB Ckc 
MOSS 
John 
[70] 
27 
1672 De Musica Antigua Graeoa 
Oxford, Sheldonian Theatre 
at end of Ox. ed. of Aratus 
CHILMEAD 
Edmund 
[71] 
GB Ob AD p.19 
1672 Pleasant Companion. 
for John Playford 
GB Cu 
GREETING 
Thomas 
AS 
1672 Observations... 
W Godbid for J Playford 
GB Ob 
LOCKE 
Mathew 
[73] 
1672 An Introduction. 
W Godbid for J Playford 
GB Lbm 
PLAYFORD 
John 
As D & M 33 
[74] 
1672 An Essay...Advancement of Musick SALMON 
Thos 
U. Macock 
GB Ob AD p. 19 [75] 
Observations of the swiftness WALLIS 
of sound John 
[l672j 
Philosophical Transactions [76] 
GB Lbm AD p. 19 
1673 The Pleasant Companion GREETING 
2 ed Thomas 
J. Playford 
US Wc [77] 
1673 Melothesia... LOCKE 
Mathew 
for J Carr 
GB Lbm AD p.20 RTD p.26 [78J 
1673 Present Practice of Musick LOCKE 
Vindicated Mathew 
M . Brooke 8c J Playford [79I 
GB Ob AD p. 19 (1673) L J 
1673 De Poematum Cantu et Viribus VOSSIUS 
Rhythmi Isaac i — 1 
Oxford : Sheldonian Theatre \H°J 
London : Robert Scott 
GB DRc 
28 
J\6?k An Introduction to S k i l l of Musick PLAYFORD 
7 ed John 
W Godbid for J Playford 
GBLbm D & M 38 
1675 Pleasant Companion GREETING 
Thomas 
for J Playford AS 
GB Ob 
1676 Musicks Monument MACE 
T Hatcliffe & N Thompson for author Thomas 
& J Carr 
AD p.20 AS RTD p.26 — 
GB Lbm 
1677 A Philosophical Essay of Musick 
for J Martyn, London 
GB Lbm 
(Fr. NORTH) 
AD p.21 RTD p.26 
1677 A Discourse concerning musical notes 
of Trumpet & Trumpet marine ROBERTS 
Phil Trans 
AD p.20 RTD p.26 
GB Lbm 
1677 A Philosophical Essay on Musick 
directed to a friend 
TURNER 
William 
Phil Trans 
GB Lbm 
AD p.21 
[85J 
[*] 
1677 A discourse on the trembling of 
consonant strings 
Phil Trans MARCH 
AD p.21 
GB Lbm 
WALLIS 
John 
| l677j jEasie Lessons on the Guitar 1 [OORBBT] 
John Carr Francesco -
Carr mentions i n several publications -• 
A D p.21 (1686) Clavel R T D p.26 
1677] jjThe Art of Singingj 
Oxford] 
REGGIO Pietro 
AD p.21 Hawkins Vol I I Grove V Eitnor Quellonlexicon 
Madaitt: Oxford Books Vol I I I (1641-80) makes no mention. 
May be an invention of Hawkins, since i t occurs i n n9ne of 
the standard biblio grephlical works. 
1678 Musicks Hand-maid PLAYFORD 
John 
for J Playford 
GB Lbm 
AS AD p.21 (1677) [90] 
16?8 Compendium SIMPSON 
3rd Ed 
M.C. for Henry Brome Rm 
QB Ob 
1679 A Vade mecuta...rechorder HUDQEBUT 
John p 
N Thompson for J Hudgebut 92 
AS TEW 7 HTD p.26 
GB Ob _____ 
1679 An Introduction... PLAYFORD 
8 ed 
AG & JP for J Play ford ^ ^ ^ 193 
GB Lbm 
1680 Synopsie of Vocal Musick A.B. 
for Dorman Newman ^ ^ D & M ^ 
GB Ob ______________________ 
1680 The Pleasant Companion GREETING 
Thomas 
for J Playford |95] 
AS TEU 6 RTD p.26 L J 
GB Cu 
jl68o] Lessons for Recorder 
(London] [96] 
single folio chart/date uncertain -J 
RTD p.26 
GB Lbm 
[c 1680] |IluBick1 s Delight... flute 
or recorder. <• T| 
liohn Playfordl [97] 
- -1 TEV/ 8 U J 
adv. GPC 1682 
1681 The Most Pleasant Companion J.B. 
for J. Hudgebutt & John Clark l " |^ 98j 
TEW 9 
US Wc . 
1682 Cantus, Songs & Fancies DAVIDSON 
Thos 
AD p.21 (1681) D & M 57 
3 ed n r r j 
John Forbes: Aberdoen „^ _ ^„ , ^ 0 „ , ^ „ »„ r-n |_ _J 
GB Lbm 
1682 The Pleasant Companion GREETING 
Thos - -
for J Playford M O O J 
AS TEW 6 
GB Lbm 
30 
1682 Ilusick's recreation on the v i o l 
lyra-way 
AG & JP for J Playford 
AS 
GB DRc 
PLAYIQRD 
John 
[ j o i j 
1682 Glaudii Ptolemaej HarmonicOSUm WALLIS 
L i b r i Tree John 
Oxford: Sheldonian Theatre 
AD p. 21(1680) 
GB DRc CNot mentioned i n GROVE; art V/ALLIS) 
|5682j 
[102] 
The False Consonances of Musick 
GB Go 
Glasgow ^ ETqing^ 
MATTEIS 
Nicola 
[103] 
£1682] [Rules & Diroctions for Composing 
Tflusick i n parts] 
[ j . Play ford) 
CAS k BK 1683 
MRVL-W 1682 
BIRCHENSHAW 
John 
|jo_] 
[1682J 
jjohn Playford} 
Arber kS9 
The Delightful Companions. 
Recorder..J 
..'flute jcARR 
Robt] [105] 
[.682] & Ductor cad Pandarum.., 
ntor for Tr Vlffl..j 
Jjohn Clark] 
Loy P 30 MAY 1682 
[Sold by John CROUCH] - DDB Pqstcript 1A* 
\c 1682] Youth's Delight on the flagelet..^] 
J Clarke" [j07] 
Arber I *t85 TEW 11 
1683 Pleasant Companion GREETING 
Thomas 
for J Playford 
US Wc 
[l08] 
1683 An introduction... 
10th edition 
G^ & JP for J Playford 
GB Lbm 
AD p21 AS 
PLAYFORD 
John 
D&M 63 
[l09] 
1683 The genteTel companion 
for Richard Hunt & Humphry SalterI 
AD p.21 
US Wc 
AS 
SALTER 
Humphry 
TEW13 
[110] 
|l683~| [2nd Pt of Youth1 s, delight 
Lagelet..VJ 
for John Clarke 
SB Lbm* 
[ i l l ] 
AS TEW 16 
c I683J jjhe Recorder or flute made easiej 
J Clarke] 
~ Arber I I I , 15 TEW 12 
[112] 
l68*f Introductory Essay to the Doctrine of MARSH 
Sounds Narcissus < 
London 
US SM 
Philsophical Transactions 
AD p.21 (1678) 
n68*f p'Kitttarapaideia" - lessons for 
L hlpscdj 
LG 27 NoI68*f 
DIESINEER 
Division Vln.. 
| j . Playford & J Carr~J 
LG 10 Apr; l68*f 
i PLAYFORD John 
The Parish Cle rk * s Guide 
Harleyi; Music, in Purcell's 
London; Bibliography 
PAYNE 
B (T16] 
1685 Division Vln... 
John Playford 
GB Lbm 
[117] 
1685 The division -. v i o l i n . . . 
2nd ed 
J. Playford 
GB Ob 
1686 The Delightful Companion 
for J Playford 
GB Lbm 
CARR 
2nd ed Robert 
AD p. 22 AS TEW 
|ll£l 
15 
1686 A New & easie method to learn to sing 
by booke 
for Will Rogers 
GB Lbm AD p.22 
E20] 
TEW 1*f 
1687 An Introduction... 
11 ed 
PLAYFORD 
John 
Charles Peregrine for H Playford 
AS 
GB Lbm 
E22] 
D&M 91 
1687 Apollo's Banquet... 
5 ed 
Henry Playford 
GB En 
AD p.22 AS 
Introduction to the Vln [1687| Jj 
[ j Clarke] 
Uh 2k Nov 1687 
0 
E*l' 
DDB 2A* 
1688 The Pleasant Companion 
Printed for H. Playford 
GB Ge 
7 ed 
AS TEW 6 
GREETING 
Thomas 
E4l 
1688 A Proposal to perform Musick i n SALMON 
Perfect & Mathematical Proportions Thomas 
for John Lawrence 
AD p.22 
GB Ob 
1689 
for H Playford 
GB Lbm 
Musicks Hand-maid 
AS 
E26J 
E23 
1690 Apollo's Banquet... 
6 ed 
E J«0Etes for H Playford 
AS 
GB Lbm 
E28J 
1690 Youth's delight...flagele t 
second part... 9 ed 
John Clarke 
AS 
GB Lbm 
TEW 16 
[129] 
1691 Apollo's Banquet 
E Joules for H Playford 
GB Lbm 
SECOND BOOK 
D&M 108 
33 
1693 1st Bk of Apollo's Banquet 
7 ed 
E Jones for H Playford 
GB Lbm 
AS 
1693 2nd Pt of Division Vln 
2 ed corrected 
H.Playford 
Engr T. Cross 
GB DRc 
Jr learners] 
( T Cross, J Man, !T 
CIHT 13 OCT 1693 
New Ayres...Flute...Directions for 
sl _. 
Crojichr, J WalshJ 
169^ A Treatise of the Natural Grounds HOLDER 
William 
J Heptinstall for John Carr 
1 
GB Ob 
AD IP. 23 
169^ An Introduction... 
12 ed 
E Janes for Henry Playford 
AS 
PLAYFORD 
GB Lbm 
LENTON 
John 
[169^] |jPhe Gentleman's Diversion] 
[james Blackwell] 
AD p.23 (1693) DDB* k 
[169^] {Directions to play on the French 
flageolet"] 
AD p.23 TEW 17 
TOLLETT 
Thomas 
[_37] 
1695 The Sprightly Companion., 
H Playford 
GB Lbm 
JB 
AS TEW21 [l38] 
Nolens volens...Vim 1695 
Engr. Tho Cross 
Cross, Salter, Young etc., 
GB Ob 
DDB 5 
[169U [Division Violin 1st Part] 
|H Playford] 
t-p i n ms says 1688, but l i s t s of Vcc/lnst music inside 
suggests 1695 as best date 
GB Lbm 
[1A0] 
3k 
The Gotiroleat Flute-Master 01695] 
Walsh & Hare| 
SMMCH page 
LG 19 AUG,1^ 95 
TEW 18 p - i 
IfeLmtficb Library (1970) entry says |c170oj 
{Bblmetscb Library Catalogued 1970] 
^695] [piroction to Young beginners to 
learn to play French hautboy^ 
AD p.2*f TEW 19 
probably The Sprightly Companion 1695 
1695I [Innocent Recreation; flagelet 
r -TPlain 8e Easie directions! r 
I J Miller] -1 Ukj] 
LG 17 OCT 1695 
Plaine 8c easie Directions to learn 
1696 A Choice Collection of Lessons PURCELL 
Hpocd Sj Sp"~~~ _ 
HP for F Purcoll 
GB Lbm 
I696J [Gentleman's Tutor to the Flute] 
J Hudjgbutt] 
PB 22 DEC 1696 
1697 An Introduction to the S k i l l 
o£MuGick 1 3 e d 
E Jones for H Playford 
AS 
GB Lbm 
(01695) d 
the French hautboy"! r -. 
[H Playfor^ 
Arber I I , 5k9 
TEW 20 
probably The Sprightly Companion 1695 
(l695| [The Self-InstructbJ...Vln~] 
[flalih & Hare] ~ : 
AD p. 24 WCS 1 DDB* 6 ' ' 
R695J [Youth's delight on Flagelet 
P -, U 2nd Pt 10 edl r 
IJ Harel ^ hk6\ 
LG 7 OCT 1695 
[1696] [The Compleat Flute Master 
[walsh & Hare] (l48l 
LG 27 FEB 1696 m / 1 8 
[H9] 
PLAYFORD 
35 
1697 Spme experiments & qbsejyations concerning 
sounds WALKER 
Philosophical Transactions Vol XX p ^ 33 
GB Lbm 
1697 Youth's delight...flagele t 
t h i r d part... 11 ed 
for John Hare 
GB Lbm 
AS TEW 2k 
1697] [2nd Ed of Harpsichord Bk] 
H PlayfordJ 
LG 22 NOV, 1697 
[ P U R C E L L ) 
1697] ^Military Musick...haut-boisj 
Thomas Crosse, 1697] 
Arber I I I 25 AD p.25 TEW 23 
[l697| Q 
[walsh/Hare/Miller] 
2nd Bk of Self-Instructor Vln 
WCS 10 DDB 7* 
Q53 
d697| jjgnd Bk of Compleat Flute Master] 
Walsh & Hare) 
LG 1 APR 1697 WCS 9 TEW 22 
_56] 
|l697/8j |The Harpsichord Master..7j 
[walsh/Hare] 
I P U R C E L L 
3 
AD p. 25 WCS 11+ 
_57] 
1698 On division of Monochord WALLIS 
John 
Phil Trans. MARCH 
GB Lbm 
1698 Imperfections of the Organ 
Phil Trans JULY 
GB Lbm 
1698 On the effects reported of musick 
in former times... 
Phil IPrans AUGUST 
GB Lbm 
WALLIS 
John 
WALLIS 
John 
[159] 
Fl6981 [Choice Call of Lessons Hpscd Sp"| [BLOW 
r -r J o l m J r 1 lH PlayfordJ -1 [ l 6 l j 
Adv PB 30 JDN 1698 
[1698] [Melothesia... LOCKE 
second edition! Mathew 
D Pureell 
t-p of Songs i n Phaecton... J Heptinstall for 
Samuel Scott (GB. Lbm) D&M 168 
1699 Choice Coll of Lessons Hpscd PURCELL 
3rd ed Henry _ _ 
for Frances Pur c e l l 
GB DRc L -1 
1699 ...qua continentur Claudii Ptolemaei -
Porphyrii - Manueli Bryenni harmonica. 
Graece & Latine editio cum notis 
Oxford Sheldonian Theatre 
GB Lbm AD p.26 
WALLIS 
John 
1699 
flag... 
for John Miller 
GB Lbm 
The Innocent Recreation 
2 ed 
AS. TEW 
1699 The 2nd Bk of Theatre music 
hautboy. 
John Walsh 
GB DRc 
AD p.27 AS TEW 30 [166] 
[1699J Compleat Tutor to Vln BANISTER 
J 
J Young/T Cross 
PB 28 JAN 1699 
PB 7 FEB 1699 re. 1st leaf missing from 1st 100 copies: 
t-p only i n Bagford Coll BM Harl 5936 
AD p.27 DDB 8 
GB Lbm* 
[1699] The Compleat Vio l i s t 
J Hare & B Norman 
GB Ob 
HELY 
Benjamin 
AD p.26 AS [ 1 a ] 
37 
[l699j [The Psalmody. JpLAYFOED 
+ direction to play] Henry] 
H Playford / H Meares] 
PB 26 JTJN 1699 
i 6 i 
|l699j [An Introduction to Singing of [wEBB 
Psalms] Will] 
E Tracy] 
PM 28 MAS 1699 AD p.26 
|T?O] 
[l699] |2nd Bk of Military Musick...Hautboys] 
|J Hare / J Miller] 
L LG 26 JUN 1699 
^71] 
1699] [2nd Bk for Mock Trumpet] 
WaLlsh/Salter/Livingstonl 
u AD p.27 WCS 21 
FP k MAY 1699 
[ 1 72] 
CI699] [The New Flute Master..!] 
J Walsh, Salter, Livingston] 
Arber,III,139 AD p.27 TEW 29 WCS 20b 
Q73] 
jl699] (_5rd Book of Self-Instructoc::.. .Vln] 
_fere] 
Adv. PB Dec 26 1699 pjjg 9 , 
|T?<r] 
|l699] [Youth1 s diversion...flageletj 
[ j Young} 
r PB 31 AUG 1699 E
75J 
[01699] [2nd Pt of Gentleman's Tutor [JJ-BT] 
to the Flute] 
[ j Hudgebutt] m 1 0 9 
AD p.26 (1698) TEW 31 
M 
01699] [The Compleat Instrue Irionfof FluteJ [ROTHWELL 
5 Youn^ Alexander] 
Arber I I I 123 PB 21 MAR 1699 
AD p.27 TEW 32 M 
1700 Choice Coll of Lessons...Hpscd BLOW 
et a l i i 
John Young 
GB Lbm 
[178] 
1700 An Introduction to S k i l l * . * PLAYFORD 
:  14 ed 
W. Pearson for H Playford 
GB Lbm " ^  , v . . , ' AS D&M 185 
1700 Plaine & easie directions for PORTER 
Psalm singing S (elder) 
Will Pearson 
GB Cu 
|l79] 
f80] 
1700 Compleat Instructor to the Flute 
2nd Bk 
John Young 
GB Lbm TEW 33 
1700 2od Bk Harpsichord Master 
J Walsh 1700 f?82l| 
GB Lcm WCS 27 AS 
1700 Psalm Singers necessary Companion 
J Heptinstall for Henry Rhodes 183 
FP 30 Nov 1699 
GB Lbm 
1700- Psalm Singers necessary companion 
2 ed 1 — -\ J Heplinstall for Henry Rhodes l l ^ J 
GB Cu 
1700 1st,2nd & 3rd Bks of Self-Instructor 
on the Vln... 
J Hare 
FP 17 EEB 1700 
GB DRc AS DDB 9A 
1700~| jCompleat Tutor to Vln Bk f j (BANISTER) 
J Young] [^86] 
PB 29 AUG 1700 p B N Q V 9 1 ? 0 0 
announced see Arber I I I 214 
DDB 9B* 
|i7oo] I New & Easie Method to learn to (ROGERS 
Sing by Book] W i l ? l 
PM 15 OCT [187"] 
originally issued 1686 - copy i n BM of 1686 
39 
^7°oJ |Guide to Parish Clerks.. .Sjjtiging Psalms] 
[ H Playford] |l88] 
P B 26 S E P 1700 AD p.27 
(c1700| [The New Flute Master _ 
2nd Book! 
jwalsh & Hare] Il89~] 
Arber I I I , 214 Smith p 15. L 
LG 25 NOV 1700 v/CS 33 TEW 34 
1701 Apollo's Banquet'nev/ly reviv'd 
8 ed _ _ 
W Pearson for H Playford I190J 
AD p28 AS 
GB DRc 
1701 1st Pt of Division Vln 
5 ed r 
H Playford I191J 
GB DRc 
|l70l] Choice Coll of Lessons BLOW 
Hpocd... 
H Playford f~92~| 
GB DRc 
jl70l] |o)he Compleat Parish Clerk oar the Young 
singers perfect Guide..7\ 
J AB 
AD p 28 [l93[ 
F701T [Lessons for a Single Flute*] [pEKOIVRE 
U J L J Daniel] 
fcalsfe ft Hare] ^ ^ j ^ ] 
h701J [Coiapleat Instruction to the Flute .1 
L 3rd BkJ 
[ j Young] (195] 
1>B 19 APR .1701 1 — ' 
|l70lj |3rd Bk of Military Musick...hautboy] 
pare & Walsh] . fo"] 
A Re-advert of WCS 55 
jlTOl] jllusical recreations...Vln"] 
(Walsh ft Hare] (Oct 1701) ""97] 
WCS 64 DDB 10* 
170lJ "N&lens Vol&ns 2Bk...Vln] 
Walsh & Hare] Dec 1701 [198] 
WCS 72 DDB 11* 
4o 
{l70lj jjPsalm Singers Guide,. |j 
[ j Young] 
AD p.27 (Mr John Gaunt) PB 30 AUG 1701 
[199] 
[c170l| [3rd Bk of Military Mueick 
Hautboy] 
[ j Hare & J Walsh] 
LG 2 JUN 4701 WOS 55 TEW 36 
(fOo] 
1702 The Theory of Sciences... 
Principles of lifeeflal arts 
for R Smith 
GB Lbm 
CURSON 
Henry 
1702 3rd Bk of Harpsichord Master 
Walsh & Hare 
GB LlQn 4 3 
[202] 
1702 Select Lessons for Vln 
Walsh & Hare 
GB DRc 
WCS 93 I f 0 ! ! 
(270_] A Coll of Lessons & aires Hpscd Sp 
Walsh & Hare 
GB DRc Net i n SMITH 
PURCELL 
D 
ECCLES 
John 
§04] 
J1702] (l)r Blow's New Hpscd (Bk)J 
_H Playford] 
Adv. PB 2 JUL 1702 
[1702] Jcompleat Tutor to Vln 
| j Y o u n g ] 2 _ J _ ] 
PB 9 MAY 1702 DC 11 MAY 1?02 
Arber I I I , 299, 309, 335 DDB 11A* 
DEANE 
Thos] 
§06] 
[1702] | i l r . Pjeupart's Bk of Lessons 
Vln & Base] 
[ F . Vaillant) 
PM 11 APR 1702 
PB 16 APR 1702 
§07j 
[~7o£];; | " A J Sot of Lessons Hpscd/Sp] 
[walsh & Hare] 
WCS 104 
[1702] [choice Set of Lessons Hpscd SpJ 
[j Young] 
see 
PB 14 NOV 1702 
|l704l 
[ E C C L E S 
John] 
[208] 
HART 
Philip 
[209] 
[1702] [Useful Instruction on the Vln"J [ L B N T O N 
John] 
|ip/Saiter/Cuthbert| [210] 
PB 5 MAR 1702 
AD p.28 (1703) DDB 12* 
JT702J ["A New Sett of Aires and Lessons 
L TIpscd/SpJ 
jv/alsh & Hare] 
'- WCS 82 
fpURCELL 
f i"3 
[T7Q2] Flute Improved]. 
j j Cullenj 
PB 7 MAT 1702 
FT702] ["2nd Bk of Gentlemen's Companion 
[v/alsh & Hare] 
WCS 83 
L212J 
[1702] jTho Ladies Banquet.. .Lessons 
for H-pscd.. 7J 
|lP/J Hare] 
Adv. DC g8? KOV 1702 
[214] 
1703 Ah Introduction... PLAYFORD 
15 ed 
W Pearson for H Playford & John Sprint 
AS D & M 206 
GB Lbm 
[01703] [4th Bk of Mew Flute Master] J.B. 
jWeish & Hare) 
PH 21 JAW 1703 
WCS 113 TEW 37 
42 
[170S] jjissay on Musickj 
See [|cD AD p. 28 
COLLIER 
Jeremy 
C21zl 
[1703] I Gentleman's Diversion 01& the 
iTlute made eas^ 
Jj Young/ALivingston] 
PB 26 JAN 1703 
§18] 
17QSJ [3rd Bk of Mock Trumpetj 
Walsh & Hare] 
WCS .J 137 
[219] 
_7o| || Nolens Valens. 
jHareA/alsh/MillerJ 
PB 8 MAY 1703 
.hautboy] 
WCS See (289] 
[226] 
[1703| [j Select Lessons for Bass Viol of 2 
[Walsh & Hare] 
wcs 136 
wcs 151 GB DRc 
(22l| 
1704 The Lady's Banquet...lessons hpscd/sp 
Walsh & Hare § 2 2 ] 
BLOW A Choice cq.ll of lessons hpscd/sp 
Walsh & Hare 
WCS 162 
GB Lcm 
Fugues for the Organ or Harpsichord HART, 
with Lessons for the Harpsichord Philip 
Tho Cross for the Author'; 
GB DRc 
[223] 
[224] 
p704~J [The Compleat Musick Master} [BROWN 
Z. J the late Thomas] 
[ j Nutt) 
IT/RAF 12 SEP 1704 DDB 13A* 
§25] 
jl704j [Lessons for Hpscdj 
[HP & Salter] 
PM 22 APR 1704 
[CLARKE 
Jeremiafi] 
(invite for SUBS) [226] 
(l70^ [A Vi 
K>r 
V ew of the First Rudiments of Musick 
[ j Younj 
DC 9 I' 
Hpscd. Singing, Fl & Basse Viol. 
time & gracing..^J GORTON Will 
1704 [227] 
43 
[c1705] 1 st Pt of Division Vln PLAYFORD 
for Walsh & Hare 
GB En 
[T70""j [Nolens volens . . .3rd Bk Vlnj 
fWalsh & Hare] 12281 
L- -J WCS 158 DDB 13* 
1705 A Choice Coll of Lessons BLOW 
Hpscd/Sp PURCELL 
for H Playford _ 
Div P 11 NOV 1704 (229] 
GB Lcm 
(l705~] Select Lessons for Hpscd/Sp DIEDPART 
Walsh & Hare w c s m |2; 
GB Lbm 
[1705] An account of an experiment showing HAUKSBEE 
that actual sound i s not transmitted 
through a vacuum 231 
• Philosophical Transactions Vo. XXIV p 367 
GB Lbm 
R705I An account of an experiment tending HAUKSBEE 
the propagation of sound passing from [fpCI 
the sonorous body into the common a i r 
Philosophical Transactions Vol. XXIV p.369 
GB; Lbm 
[T705I An experiment touching the propagation 
L- — I of sound through water HAUKSBEE 
Philosophical Transaction Vol. XXIV p 371 §33] 
GB Lbm 
I1705j An experiment on the propagation of j^uggggg 
- I sound i n condensed a i r 
Philosophical Transactions Vol. XXIV p.1902 
GB Lbm 
p705 An experiment teaching the diminution 
L J of sound i n a i r r a r i f i e d HAUKSBEE 
Philosophical Transactions Vo. XXIV p.1904 
GB Lbm 
&0 
(c 1705[ 2nd Pt of Division Vln PLAYFORD 
for Walsh & Hare 
GB Lcm 
Theory of Musick reduced to arithmetical 
and geometrical proportion... SALMON 
Thomas 
Philosophical Transaction Vo. XXIV p 2077 
AD P.29 
GB Lbm 
[l705| 5th Bk of New Flute Master 
Walsh & Hare 
wcs 182 
[238] 
GB Lbm 
[l705| [The most New & Easy Method of 
singing the Psalms... ~j 
AD p 28 
QlONES 
RichardJ 
{l705j jjtales for playing a Thorough Bass] [KELLER 
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CHAPTER ONE: The English Theorists. 
The books published i n England before 1725 which 
endeavour to provide musical i n s t r u c t i o n are many and varied. 
No facet of musical l i f e appears to have escaped the t h e o r i s t ' s 
net. The books themselves are, as one would expect, mirrors 
of t h e i r time and even a casual (g_ance over the c h e c k - l i s t 
j (Vol I,pp 14-56) ! provides an instant r e f l e c t i o n of 
musical culture over a hundred and f i f t y years. V/e can see 
the popularity of lute and v i o l give way to fl u t e , recorder 
and v i o l i n , but only a f t e r a prolonged t u s s l e . V/e may also 
observe music as a whole becoming mugh more available to the 
amateur, be he composer or player. I n addition, the position 
to be occupied by music i n the s e r v i c e s of the established 
church i s a constant bone of contention, although we may read 
that the Restoration of Charles I I and.the subsequent 
"settlement" f i n a l l y decided that music should be an i n t e g r a l 
part of Church of England worship. Had the Restoration effected 
t h i s on a permanent basis there would have been no need for 
clergymen to preach seemingly endless sermons "vindicating" 
church music and showing that " s c r i p t u r e " was indeed "proof 
for singing". 
Musical theory i s but one feature of musical l i f e . 
Considered on i t s own, i t simply indicates trends and presents 
a general picture of performance practice. I t points out the 
r i s e and f a l l i n the popularity of c e r t a i n instruments; i t 
presents the r e s u l t s of genuine s c i e n t i f i c research into 
s p e c i f i c a l l y musical phenomena; i t t e l l s us a great deal which 
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i s s i g n i f i c a n t about how the composers composed, how players 
played and how singers sang. (Indeed i t i s often our only 
insight into these l a s t three problems.) S i m i l a r l y i t may 
provide organological information; i t may help to trace 
foreign influences or indicate c e r t a i n l i n e s of musical 
development; i t may provide precise d e t a i l s of how music 
was seen at the time, of what problems were the most daunting to 
contemporary musicians, what audiences most admired, what 
musical standards existed, and a wealth of d e t a i l s which, 
when ptelced together, provide notable assistance to 
those people who are concerned with editing, performing and 
l i s t e n i n g to old music. 
The music i t s e l f , some would say, i s a l l that matters, 
but t h i s i s only true and v a l i d as far as i t i s capable of 
being performed. 
Without the 'theory* i t would be i n many cases 
impossible to l i f t the music from part book or manuscript i n 
a state i n which i t would mean anything to a modern performer, 
and when a l l the music i s i n front of him, i n notation he 
understands, he i s only viewing a skeleton for which the t h e o r i s t s 
again must supply flesh and blood, and even clothes* We 
s h a l l get the f u l l e s t picture of music i n the seventeenth 
century i f we see theory and practice together. Only by 
viewing the books on music and the music do we come near 
to a complete picture of what was available and how i t was 
played or sung. 
Perhaps i t would be a help at t h i s early stage to 
summarise the technique adopted to enable us to see English 
theorists i n t h e i r s e t t i n g o f seventeenth century England. 
As an essential preliminary stage a rudimentary card-index 
bibliography o f the books of music and on music published i n 
the B r i t i s h I s l e s from around 1570 - 1725 was undertaken. 
The B r i t i s h Union Catalogue and the B r i t i s h Museum Catalogue 
of Printed Music proved invaluable. Day and Murrie, 
Humphries and Smith, Wm. C. Smith's John Walsh's Kidson's 
' B r i t i s h Music Publishers', Burney, Hawkins, Davey, Walker, 
Grove etc. helped provide d e t a i l s . Arber, Briscoe-Ayre, 
S.T.C., Wing, Tilmouth's Calendar, added further d e t a i l s . 
I n addition various specialist publications, concerned 
d i r e c t l y with the period and with the topic, came to l i g h t 
as investigations gathered momentum. 
Boyd and Woodfill have enormous bibliographies o f 
music and books. Le Huray l i s t s a l l church music (excluding 
P. Psalters) published i n England from 15^9 to 1660. 
Robert Dannington, F. T. Arnold, Howard Brown, et a l i i are 
a l l intimately concerned with books and music of t h i s period. 
The Journals provided the most useful specific evidence 
caifcoaig; these l i n e s . Thurston Dart, David Boy den, Thomas 
Walker, Adrienne Simpson, L i l l i a n Buff have a l l w r i t t e n on 
tutors o f the period. Margaret Dean-Smith has wr i t t e n 
several scholarly a r t i c l e s on the Playfords, including the 
authoratative M.G.G. a r t i c l e on these v i t a l figures i n 
English musical l i f e o f the seventeenth century,which 
incorporates a l i s t o f t h e i r published works, unfortunately 
not quite as d e f i n i t i v e as we have been l e d to believe. 
By the time these secondary sources had been tappedi the 
card index was looking s l i g h t l y less rudimentary but was crowded 
with inconsistencies which had to be checked out i n d i v i d u a l l y > 
and rather laboriously. I t was during t h i s l a t t e r process that 
the f i n e r bibliographical d e t a i l s began to assume t h e i r 
undoubted importance, especially i n the case of doubtful 
publications. The most tangible r e s u l t of t h i s temporary 
obsession with minutiae was the extending of the f i r s t index to 
include p r i n t e r s , publishers, ry^tfdef-e, and locations, and for a 
while the English Theorists were forgotten, u n t i l such time as 
the background of printed music and books on music began to 
s e t t l e down. Eventually the rate of additions, cancellations 
and amendments began to slow to manageable proportions, and while 
such an undertaking i s never to be called "finished", i t does 
provide valuable information so long as i t i s under permanent 
review. On many points the d e t a i l s from t h i s index are i n 
open c o n f l i c t with generally received a u t h o r i t i e s : f o r example 
B.U.C. i s wrong on such an item as William Child's Psalmes f o r 
I I I voycoo where i t l i s t s the EMng-ng Collection at Glasgow 
University as the one location of t h i s work. (B.U.C. 187) 
Theee are copies of a l l k parts of t h i s work i n the Bodleian 
Library which have been seen and examined. K i l l i n g another two 
birds with t h i s same stone, Peter Le Huray i s incorrect i n . 
stating that the reprints of Child's o r i g i n a l 1639 Psalmes 
"followed i n 1650 and 1656 under the t i t l e Choise Ilusick". Only 
the 1656 edition bears t h i s t i t l e . Margaret Dean-Smith has 
persistently ignored t h i s 1650 e d i t i o n , although i t i s a 
1. Music and Reformation i n England, p. 397 
2. M.Q.Q. A r t i c l e 'Playford' 
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iEohn Playford publication, and the date 165O (and Playford's 
•; % 
name) appear on the title-page. Indeed, elsewhere, i a an 
impassioned plea f o r precise bibliographical d e t a i l s , she states: 
if 
"No books were published by Playford i n 1650" . This statement 
has duly been accepted in t o the Playford canon although i t does 
not agree with the facts. The year 1650 on the t i t l e page i s 
quite d i s t i n c t and the manuscript date on the ffitaingrj copy i s 
11 Sept. 165O. Surely "honest John", Edward Lowe and Thomas 
Pierce could agree an what year it was, or was n o t l 
Too l i t t l e a ttention i s paid to getting these d e t a i l s r i g h t : 
one should not cast out minutiae as t r i v i a . I t i s perhaps 
s i g n i f i c a n t that many who would argue that these d e t a i l s are 
nugatory include such information i n t h e i r t exts. Let us 
i l l u s t r a t e t h i s point of bibliographical carelessness, not from 
Buraey or Hawkins or someone out of reach but from a recent book 
already mentioned. This p a r t i c u l a r book has been singled out 
because i t admirably serves our purpose, but also because i t i s 
a f i n e book, of notable scholarship and wide learning,.and one 
which could never be damaged by any amount of carping. Published 
i n 1967, i t includes as an appendix^, "A l i s t of printed books 
containing devotional music." The l i s t does not apparently 
operate according to any stated terms of reference, so one must 
ask the obvious but s i l l y question - s i l l y because the answer i s 
known - where are a l l the Sternhold and Hopkins' Psalters? There 
are, of course, f a r too many to be included, but the 1556 i s 
3. R.M.A. Research Ctarofl. No. 6. p. 2. 
k. Glasgow oopy, i n addition to printed date, 165O, also contains 
Ms. i n s c r i p t i o n , showing the book to have been possesion of 
Ed. Lowe: "Sent and given mee by my honoured fr e i n d Mr. Tho. 
Peirce. 11 September, 165O" (R.c. 20) 
5. Le Huray op. c i t . pp* ^03-5- Reviewed M&L Vol. k9, No. 1 1968 
63 
mentioned. So the reader assumes that only ' f i r s t ' editions are 
to be mentioned: yet other books have several editions noted? 
under Child, 2 of the 3 editions (see above) are mentioned; 
under Barton, a l l k editions; only the 1o21 Whole Booke of Psalmes 
of Eavenscroft appears; Wither's Hymnes & Songs... i s dated c 1623, 
although there were at least four editions, a l l dated 1623. There 
are notable omissions from the l i s t ; Barnard, 16^1; Wither's 
Songs of the Old Testament, 1621; the Psalmes of King David 
translated by King James, 1636; to name but three. John Wilson's 
Psglterium Carolinum appeared i n 1657, not 1652. Campion's 
Two Bookes of Ayres do not bear the date 161O, but could better 
be described as |T6lO?7j The Songs of Mourning, 1613, are by 
Coperario, and not Campion, although he did write the words. 
And so on. Thus as a reference l i s t of devotional music, th i s 
one f a i l s , not only because i t does not function according to 
any stated c r i t e r i a f o r inclusion, but because i t gives wrong 
dates, i t supplies d e f i n i t e dates where tentative are called f o r , 
and vice versa, i t omits known items a r b i t r a r i l y , and gives false 
information. None of these c r i t i c i s m s was voiced i n the review 
quoted above. Perhaps i t was rather unfair to single out one 
author f o r special mention when a good many of the others 
referred to above are equally culpable. 
What appears to be most necessary i n a l l these check l i s t s 
and l i s t s , i s a system which i s simple and i n t e l l i g i b l e at once 
to the reader: the simple fact of a dubious or conjectured date 
being placed i n square brackets would be of enormous help; the 
convention of t i t l e , of printed books appearing invariably i n 
i t a l i c s ; the general practice of distinguishing what i s on the 
printed t i t l e " page from wh&c£i i s the work of an editor. A l l 
these pleas have been made before, but they s t i l l do not command 
an unerring following. 
As an example of a complete check-list one could c i t e 
"A Short-Title L i s t of Printed English Instrumental Tutors up to 
18OO, held i n B r i t i s h L i b r a r i e s " ^ While i t would be easy to 
argue that the l i m i t a t i o n s , imposed by Miss Simpson on the 
material that i s included, are too stringent to make the l i s t 
d e f i n i t i v e - her tut o r s have to contain w r i t t e n instructions, and 
in, 
must be extant and^Jield ABritish l i b r a r i e s - i t must be granted 
that the l i s t operates according to these terms of reference. 
Even w i t h i n these r e s t r i c t i n g conditions, there are however, some 
notable omissions which measure up to the stated c r i t e r i a : 
Christopher Simpson's Division V i o l i s t 16^9 etc, Thomas Cross's 
Nolens Volens... 1695 are only the most important omissions. Yet, 
despite the inaccuracies and the f e t t e r i n g l i m i t a t i o n s the l i s t 
i s useful since v i r t u a l l y every item which i s included i s 
correctly described. I t was from t h i s extensive c o l l e c t i o n of 
sources, secondary sources, and the manuscript l i s t s of the 
Bodleian Library and B r i t i s h Museum that the material located 
i n the present check-list was collected. Even t h i s has been 
r a d i c a l l y pruned to be presented as part of a dissertation, since 
the f i r s t idea was to include those works which set out to deal 
with the performance of music i n churches, and also those texts 
l i k e Batchiler's Virgin's Pattern and Stubbes' Anatomy of Abuses 
which provide valuable musical information. The inclusion of 
these two categories - neither of which could ever be f i n a l i z e d -
6. Adrienne Simpson R.M.A. Res. Chron. No. 6. (1966). 
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would have swollen the l i B t beyond reasonable bounds and hidden 
the wood i n the trees, so the present check-list i s concerned only 
the f i r s t f i v e c l a s s i f i c a t i o n s of the following scheme. 
' Musical theory i n i t s widest sense may be accommodated 
under the seven-point plan below: 
1. Books on musical practice. a) o r i g i n a l 
b) translation 
2. Books on musical theory. a) o r i g i n a l 
b) translation 
3« Instrumental t u t o r s . a) with instructions 
b) without instructions 
4. Song Books with instructions. 
5. V/orks on some specific performance practice, e.g. Thorough 
Bass, Canon. 
6. WorkB, (usually polemical) on practice of music i n churches. 
7. Books, not primarily on music, but which contain sections 
devoted to music or musical theory. 
Nor are these 7 categories mutually exclusive: a work l i k e 
Playford 1s Introduction... 1679» the eighth numbered ed i t i o n , 
contains:-
The Grounds and Rules of Musick Category 1 
Instructions and Lessons f o r Trebble 
Vln and Basse-Viol Category 3 
The Art of Descant Category 5 
The Order of Singing Divine Service... Category 6 
Butler's Principles of Musick, too, concerns i t s e l f with categories 
1 and 6. I t i s , nevertheless, true to state that most of the 
i n s t r u c t i o n a l l i t e r a t u r e of the period concerns i t s e l f with 
single aspects of the categories enumerated above. Playford was 
an exception to the general trend, or a creator of new trends, 
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i n that he aimed at a very wide reading public, o f f e r i n g , i n the 
main, rudimentary advice. 
Such of these books as are not extant present a d i f f e r e n t 
set of problems. Much the easiest thing would have been to have 
ignored them but t h i s would have seriously impaired the value of 
the l i s t , and would, of course, have simply shelved the problem. 
The main d i f f i c u l t y concerned with non-extant texts i s that'they 
vary so greatly i n the degree of substantiated evidence 
available to prove or suggest that they ever existed. To include 
or reject requires a certain r e s p o n s i b i l i t y and a discretion that 
can be applied only a f t e r checking out a huge number of secondary 
sources and t r y i n g to trace every lead. This may be laborious, 
or even tedious, but can be exc i t i n g . I t can also be f r u s t r a t i n g , 
or i t may turn out to be a l l these things by turns. Take the 
case of Nolens Volens..., 1695 and The Gentleman1s Diversion ^ 6 9 ^ 
The t i t l e Nolens Volens came to l i g h t during an examination of 
newspaper advertisements of the period: these are scattered 
throughout Wm. C. Smith's Bibliography... John Walsh and .otfher 
advertisements appear i n Michael Tilmouth's "Calendar..." which 
contains abundant d e t a i l of music and books of the period which 
concerns us. I n Tilmouth's "Calendar", Nolens Volens refers to 
8 
an oboe-tutor, presented lunder the auspices of J. Hare/J. Wish/ 
J. M i l l e r , i n an advertisement dated 8 MAY 1?03 i n the Post Boy. 
9 
The same t i t l e turns up again i n Robert Donington's bibliography, 
which describes Thomas Brown's The Cpmpleat Musick-Master (preface 
signed T.B) 1722, 3rd and apparently e a r l i e s t surviving e d i t i o n , 
7. R.M.A. Reseatih Chronicle No. 1. 1961 (1964). 
8. p. 49. 
9. I n t e r p r e t a t i o n of Early Music, 1963. 
6? 
\ 
as a " c o l l a t e r a l descendant of Nolens Volens, London, T. Cross, 
late 169^ or early 1695"« Neither Cross nor "Nolens Volens" i s 
mentioned i n the text o f the book c i t e d above: nor does either 
rise to a separate c i t a t i o n i n a very f u l l bibliography. HumpViee 
10 11 and Smith , are s i m i l a r l y r e t i c e n t on the subject, as Kidson 
had been. Searching further, Clavel's Catalogue, 1696 e d i t i o n , 
12 
gives a reference to NolenB Volens f o r g i o l i n , so there seemed 
to be a strong indication that t h i s book had existed. I n the 
summer of 1969 during a search for information concerned with 
John Lenton's Qgntlemart's Diversion or the V i o l i n Explained, a 
raiidom check o f the vast catalogue of the Bodleian Library 
revealed that the e a r l i e s t Nolens Volens, dated l695» a v i o l i n 
13 
tu t o r , was available i n that l i b r a r y . ^ This work i s not l i s t e d 
i n the B r i t i s h Union Catalogue, nor does i t appear i n Miss Simpson's 
Check-list, notwithstanding i t i s the e a r l i e s t surviving t r e a t i s e 
devoted exclusively to the v i o l i n i n t h i s country. Quite apart 
from i t s obvious h i s t o r i c a l importance, i t i s also a superbly 
engraved l i t t l e volume, the work of an acknowledge! master^ 
Thomas Cross: yet i t receives no attention even i n those books 
which have been p a r t i c u l a r l y concerned with the technical side o f 
book production or the actual publishing of musical l i t e r a t u r e . 
The reason f o r these deficiencies i s not d i f f i c u l t to determine: 
B r i t i s h research i s too often centred exclusively on the massive 
resources of the B r i t i s h Musuem which boasts a copy of v i r t u a l l y 
~W. Music Publishing i n the B r i t i s h I s l e s . . . 1953 
11. B r i t i s h Music Publishers...reprint 1967 
12. Reprinted by Gregg Intern a t i o n a l , p. 110 
13. I was l a t e r disappointed to learn that David Boyden had beaten 
me to t h i s one. See a r t i c l e s i n J.A.M.S. 1959 & 60 on 
"Geminiani and F i r s t V i o l i n Tutors". 
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everything and knov/s i t s own collections inside out.. As further 
evidence to support that the above i s f a i r comment, one could 
c i t e Playford*s Divisions V i o l i n , 1685. R*l.S.flU. quotes t i t l e 
from B.M. copy and locates another copy at the Bodleian, yet i t 
t o t a l l y ignores the fact that at Ihhe Bodleian there i s another 
copy, dated 1685, whose t i t l e page reads SECOND EDITION, also 
i n the Bodleian Library. 
On the subject of Lenton's Gentleman's Diversion |l69^] the 
procedure was much the same except that i n the end there was no 
reward l i k e the tracing of the book. There i s abundant evidence 
that the book existed: contemporary advertisements, Stationers 
Records, Playford Sale Catalogues; Hawkins seems to have known 
i t ; Pulver 1^, perhaps from Hawkins, mentions i t . Bukofzer 1^, 
dates i t as p l a i n 169^1 thereby leading people up the garden 
17 
path. Wing l i s t s i t as a ghost. Dr. Tilmouth author of the 
M.G.G. a r t i c l e on John Lenton, says that his information on the 
Gentleman's Diversion i s based on Pulver, but that David Boyden 
had managed to trace a copy of the second e d i t i o n , published as 
The Useful I n s t r u c t o r s , on the V i o l i n J1702J, as once belonging 
18 
to J.H. Roman, but now l o s t . 
The patient reader may r e c a l l that t h i s lengthy digression 
v/as caused i n i t i a l l y by bringing up the subject of extant books 
and non-extant and deliberating whethefc the non-extant should be 
included i n a check l i s t . Prom the specific examples quoted 
above i t i s safe to generalise and say that there i s no i n f a l l i b l e 
1^. Modern Edition pp. 770-1. 
15- Biographical Dictionary... 1927 
16. Check-list of Baroque Book on Music i n Music i n Baroque Era, 19^8 
17. Short T i t l e Catalogue... 
18. I n a l e t t e r 20 Aug. 1969, i n reply to my query re Lenton. 
method of determining whether a book i s extant, and provided that 
one-can f i n d r e a l evidence that a book existed, then i t would 
appear wise to include i t . One should always bear i n mind that 
an entry i n the Stationers' Registers i s evidence only of 
"intended" publication, and the same must be said of advertisements 
i n contemporary newspapers: the appearance of both these forms 
together i s , of course, str*onger evidence than the appearance 
of either singly. Evidence per sale catalogue i s stronger s t i l l 
(when i t i s contemporary) and reference to the text i n question 
i n printed book or manuscript, p a r t i c u l a r l y xvhen close i n time 
to the o r i g i n a l , i s very valuable. Two more examples of t h i s 
detective work must s u f f i c e . F i r s t , Birkenshaw: nobody includes 
John Birkenshaw's Rules fo r Composition i n any l i s t of English 
Theoretical publications, yet the evidence that these rules 
existed i s overwhelmingly convincing. Here i s a selection. 
1. Playford mentions i n Choice Ayres & Songs (^fth Bk.) 1683, and 
i n Musick's Recreation on the V i o l Lyra-Way, 1682. 
2. B.M. Add. ^ 910, by Silas Domville a l i a s Taylor includes the 
"Rules". 
19 
3. Pepys twice alludes to the "Rules" as early as 1665. 
The inference to be drawn i s that Birkenshaw Xvarix£Ly/r spelled) 
circulated h i s musical precepts at f i r s t i n M.S. and l a t e r , 
probably a f t e r h i s death, they were printed by Playford. I t i s 
most un l i k e l y that Playford was s e l l i n g manuscript copies of 
the Rules as l a t e as 1682. F i n a l l y the recurring case of one 
William Penny. Since there appears to be no known musician of 
that name i n the seventeenth century i t i s reasonable to assume 
19. Diary Vol. V pp. 109, 123. 
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that Andrew Deakin was f i r s t responsible for spreading the 
story. Deakin showed an admirable c u r i o s i t y but his bibliography 
i s f u l l o f enormous errors both of facts and i n t e r p r e t a t i o n . 
Under the year 1670 the author mentions The Art of Composition 
or Directions to play the Thorow Bass... William Penny, and-
follows i t up with an annotation reading "a work mentioned i n 
21 
Seventeenth Century Catalogues, but not l o s t " . This book does 
not appear i n the standard bibliographic catalogues o f the 
seventeenth century, namely London, and the k editions of Clavel, 
22 
but i t does show i t s face i n Playford's A General Catalogue... 
^6977| where i t i B offered at 10s. Thurston D a r t ^ records t h i s 
book as noted by Deakin and adds: "No copy i s known. The f i r s t 
printed book about continuo playing i n English?". The date, 1670, 
and the c h r i s t i a n name, William, seem to be figments o f Deakin's 
imagination, but the book i n question i s almost c e r t a i n l y by 
Lorenzo Penna. The Playford Catalogues contain information so 
carelessly printed as to be i n some cases barely recognisable, 
which cannot even be mitigated on the usual grounds of "chaotic 
spelling of the seventeenth century p r i n t e r s " . The book i n 
question would have been L i Prima A l b o r i Musical!... Bologna, 
• ,. 2k •• -
1672, frequently reprinted. Arnold describes i t as "a work 
25 
of extra-ordinary i n t e r e s t " . An Edward M i l l i n g t o n ^ auction 
catalogue o f 1099 > which nominates Henry Playford ( i n t e r a l i o s ) 
20. Musical Bibliography, 1892 
21. op. c i t . p. 19. 
22. B.M. Harl 5936. No. 422-8 1697 
23. "Handlist...Inst. Music". G.S.J. V I I I , 1955, p.25. 
2k. Art of accompaniment. 
25. B.M. S.C. 921 (1). 
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i n the imprint, includes as item 51, Penna's whole Art of 
Composition i n I t a l i a n , which must help to explain a l i t t l e o f 
the confusion. 
Having produced a check l i s t o f English musical theory, 
and bearing i n mind the c l a s s i f i c a t i o n proposed e a r l i e r for the 
various branches of the subject, the English ancestry of Butler's 
Pjr&nciples...may be seen at a glance. To put the Principles 
in t o perspective requires but a simple l i s t , as follows:-
^7^* A Briefe I n s t r u c t i o n o f Musicke Delambte 
jl584* Introduction... Bathe] 
1587 A Briefe Introduction to the S k i l l Bathe 
1596 
of Song. 
Pathway to Musicke for Barley 
1597 A Plaine & Easie Introduction... Morley 
l6o8f 2nd Ed. o f above Morley 
1609 Andreas Ornithoparcus: 
Micrologus 
his trans. Dowland 
jl6loj# A New Waye... Campian 
1614"# A Brie fe Discourse... Ravenscroft 
1636 Principles o f Musik... Butler 
l651f A Musicall Banquet... Playford 
Introductions a Play ford 
1655 11 Playford 
1658 11 Playford 
1659# Division V i o l i s t Simpson 
1660 Introduction... Playford 
I662f it Playford 
1664 Templum Musicum... trans Bljr.ckenshaw 
1664 Introduction... Playford 
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1665 Chelys-... Simpson 
1665 Principles... Simpson 
1666 Introduction... Playford 
1667| » Playford 
1667# Chelys... . Sirapoon 
1667 Compendium... Simpson 
1670 Introduction... Playford 
1 6 ? 2 it Playford 
1672 # Essay to the Advancement of Musick... Salmon 
1672 4 Observations... Locke 
1673 4 Present Practice... Locke 
1674 I n t r o d u c t i o n s . Playford 
1678 Compendium... Simpson 
1679 Introduction... Playford 
[?682*] Rules... Birckenshaw 
1683 Introduction... Playford 
1687 Introduction... Playford 
1694 4 Natural Grounds... Holder 
1694 Introduction... Playford 
1697 .Introduction - Playford 
1700 Introduction... Playford 
1703 f Introduction... Playford 
jrpoif*] Qtompleat Musick Master^ [ ^ * B * ] 
1706 f Compendium... Simpson 
j l ? 0 7 * j |compleat Musick Master~j [^*B*1 
1712 # Chelys... Sinlpson 
1713 f Introduction... Playford 
1718 -f Introduction... Playford 
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Simpson 
Malcolm 
Thomas Brown 
Simpson 
Betts 
Playford 
* Item not extant. 
$f Book i s primarily concerned with d i f f e r e n t material, from 
Butler's. 
•J* Indicates an edition without changes of previous t e x t . 
The l a s t three features help to give manageable proportions 
to a formidable l i s t , and when one considers that only the books 
published before 1636 could have influenced Butler, and that h i s 
book: does not seem ever to have been reprinted and would thus 
have become less and less of an ef f e c t i v e t e x t , the area for 
serious study i s further reduced. The Principles i s unique i n 
the sense that i t i s the only one of the vast number of 
theoretical books published i n England which treats not only of 
the principles of music but also of the ' c i v i l ' and 'ecclesiastical' 
uses, of music i n such depth. 
The e a r l i e s t extant pre-cursor of Butler i s Bathe's Brief 
Introduction to the S k i l l of Song, 1587, which Thomas Morley seems 
not to have known, since neither the book nor i t s author occurs 
26 
i n the text of the Introduction. Hawkins was acquainted with 
both of the Bathe tr e a t i s e s , but Burney makes no mention of them. 
Ql7l8j"f" Compendium... 
1721 A Treatise of Musick 
1722 Compleat Musick Master 
1722 - j " Compendium... 
1724 Introduction... 
1724 Introduction... 
26. History of Science and Practice of Music mod. ed. 1963 
pp.497- 8. 
7k 
27 Boyd , for some reason which he nowhere explains, gives 
the correct date |l584j, f o r the f i r s t t r e a t i s e , but consistently 
refers to the ^58T| one as 1600, which thereby post-dates 
Morley. The same author i s i n doubt over the "Guide to the 
Pathway..." 1596, which-his bibliography l i s t s as 1599, probably 
28 
through copying Kidson's entry under Barley: Kidson, p 239, 
includes a page of errata;\ .where he corrects the date. Boyd 
ought to have suspected 1599 immediately as a wrong date, since 
Morley mentions the "Guide" both i n Kis text and h i s l i s t of 
authorities i n 1597* 
Hawkins-throughout much more informative of the theorists 
than Burney - gives some int e r e s t i n g biographical material on 
Bathe. Boyd, the only other to have attempted a systematic review 
of the sources, i s much more indebted to Hawkins than he cares to 
acknowledge. The 1587 edition of Bathe i s important as the 
oldest surviving example of a general theoretical t r e a t i s e , and 
29 
as such i t deserves some att e n t i o n . Johannes Wolf , w r i t i n g i n 
1939» omits Bathe from h i s authors (presumably as unimportant) 
although he p r i n t s a l i s t of "i n s t r u c t i o n books on the a r t of 
Tun 
song and of playing on sundry kinds of instruments..." (The 
same author dates Hely's "Compleat V i o l i s t of |l699j as 1700, and 
Simpson's Latin version of Division V i o l as 1677: i t was i n 
fact 1665). 
Let us then sample the musical fare of Bathe's Introduction, 
keeping i n mind the s t r i c t u r e s of Hawkins and Boyd: Hawkins 
writes of the book i n question that i t s author "according to his 
wonted custom, answers the musicians of his own time, and 
27. op.cit. 249 - 54 = chief section of i n t e r e s t . 
28. o p . c i t . p.6. 
29. Early English Musical Theorists from 1200 to the death of 
Purcell: Mus. Qu. Oct. 19391 pp. 420 - 9. 
30. " " " p. 425-
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magnifies the efficacy/ of h i s own rules 1 1. J ( B r i t i s h Museum copy 
K.1.e.5 was presented by HawkinsTJ Boyd^ writes: "His two 
musical works, however, show more egotism than erudition", despite 
the fact that he admits to having seen only one of themI There 
i s c e r t a i n l y no erudition i n the Introduction: nor i s i t a l l 
necessary that there should be. Apart from the preface, there 
i s precious l i t t l e egotism, either, and i t seems a t r i f l e unjust 
to censure Bathe f o r the style of prefatory w r i t i n g which was 
widespread at the time. 
Bathe admirably divides h i s book int o a sensible arrangement 
of what the singer must know before he can s t a r t to sing and then 
deals with the problem of actual practice. These two divisions 
he terms "The Ante Rules of Song" and the "Rjist Rules of Song". 
Four ante-rules are presented i n a straighforward manner. 
1. Naming the Notes 
2. To prepare f o r Quantitie 
3. To prepare f o r time 
k. To prepare f o r Tune 
The instructions are quite homely: No.3 speaks of "a j u s t 
proportion of one stroke to another"; No. 4, "to have your voice 
cleere". Then comes the main problem, and, to judge from the 
amount of space occupied i n t h i s and almost every other t r e a t i s e , 
the stumbling block of musical practice, the Gam-ut. Bathe's 
advice i s fundamental and he enjoins to reader to "learn i t 
perfectly without book, to sing i t forwards and backwards: to 
know, wherein every key standith, whether i n rule or i n space: 
31. op.cit. p.' 498. 
32. o p . c i t . p. 253» 
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and hov; many C l i e f s , how many notes i s conteyned i n every Key": 
then he provides a diagram i l l u s t r a t i n g what the reader must 
l e a r n . A l l t h i s i s i n the nature o f an i n t r o d u c t i o n and our 
author then proceeds t o make a separate chapter out of each of 
h i s a n t e - r u l e s . 
Chapter One, "For Naming" defines the accepted s y l l a b l e s 
o f the o l d hexachord system, u t , r e , mi, f a , s o l , l a , b ut i t i s 
i n t e r e s t i n g t o note t h a t the diagram which accompanies t h i s 
e x p o s i t i o n shows'the notes l a i d out " i n order o f ascentbdn and 
descentcdn" over an octave, thus; u t , r e , mi, f a , s o l , l a , f a , 
u t , f a , l a , s o l , f a , mi, r e , u t . As an exception t o t h i s r u l e 
of appearance o f notes i s mentioned the i n s t r u c t i o n : "Change 
Ut i n t o Sol, change Re i n t o La, when the next removing note i s 
under", so t h a t s o l l a s o l would replace u t re u t . A diagram 
then shoitfs a l l the c l e f s i n use; t h i s time our author s p e l l s i t 
"Cleves" as he has already exhausted most o f the other possible 
s p e l l i n g s . One o f the basic problems f a c i n g the would be 
musician was, o f course, the p l a c i n g o f u t . Here i s Bathe's 
" r u l e of Ut": 
"There bee three places i n one o f which the u t must 
alwaies be: t h a t i s t o say, i n G which i s Gamut, and G s o l re u t , 
when there i s no f l a t i n C which i s C f a u t , C s o l f a u t , and 
C s o l f a , when there i s a f l a t i n b mi, or b f a b mi. I n F 
which i s F f a u t , when there are two f l a t s , one i n b mi or b f a 
b mi, the other i n E l a mi, or E l a " . To summarise: No f l a t i n 
Key s i g n a t u r e , u t i s G; Bb only i n s i g n a t u r e , u t i s C; Bb and 
Eb i n s i g n a t u r e , u t i s F. Two exceptions t o t h i s r u l e are 
allowed, "the one i s t h a t every re should be named l a when you 
77 
ascend t o i t and descend from i t : and t h a t every u t should be 
named s o l , which two t h i n g s are used euphoniae g r a t i a , and y e t 
t h i s name of u t i s most proper t o the base or lowest p a r t i n the 
f i r s t place". I n support of a l l o w i n g these exceptions contemporary 
p r a c t i c e i s c i t e d , " f o r you see d a y l i e t h a t when any song i s 
l e t t e r e d , these names be not a t t r i b u t e d t o them". F i n a l l y i n 
t h i s chapter comes an a f t e r - t h o u g h t . " I know I should adde a 
t h i r d exception... t h a t every note having a sharp before i t , 
should be named mi". 
I f only Bathe had managed t o swallow t h i s a f t e r - t h o u g h t , he 
would have had a b e t t e r system: one i s i n c l i n e d t o agree w i t h Boyd 
t h a t our author "took a f a t a l look backward at h i s contemporaries, 
h e s i t a t e d , and was l o s t . ^ 
The a r t i c l e i n Grove V under Solmization (signed W.S. 
Rockstro, r e v . , & adds.) quoting l/.G. Meitfaught, l u c i d l y d e f i n e s 
s o l m i z a t i o n as the c h o r i s t e r ' s "cross of t r i b u l a t i o n " and l a t e r 
e x h i b i t s some of the hazards i n v o l v e d i n mutation from one 
hexachord t o another. Examples are from Morley, and Rockstro 
( o r i t may be rev. or adds.) speaks o f Morley*s system of 
s o l m i z a t i o n , using "only mi f a s o l and l a " p r o v i n g an advantage. 
This i s a s l i g h t extenuation of the f a c t s . Morley teaches u t 
3k 35 and r e but n e i t h e r s y l l a b l e appears i n h i s ex e r c i s e s , 
B u r n e y ^ quotes B u t l e r as "the e a r l i e s t English w r i t e r t h a t I 
have read who mentions the omission of u t and r e i n s o l m i z a t i o n . " 
I t would seem, however, t h a t Bathe would be deserving of a l i t t l e 
33* o p . c i t . p. 2 5 L 
3^. o p . c i t . mod. ed. pp. 1 1 - 1 7 
35- " '* " p. 18 
36. o p . c i t . p. V77. 
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c r e d i t here: i t i s q u i t e obvious t h a t u t and r e were on the way 
out i n 1587» te n years before Morley's I n t r o d u c t i o n and almost 
f o r t y i n advance of B u t l e r . Bathe's treatment o f the hexachord 
s y l l a b l e s over an octave, r a t h e r than over the simple hexachord, 
marks a d i s t i n c t step forward i n treatment. Morley i n h i s many 
examples mentioned above, does not i n c l u d e one of a simple 
octave up and down. 
Chapter Two o f the a n t e - r u l e s i s e n t i t l e d " Q u a n t i t i e " arid 
deals s u c c i n c t l y w i t h note values under the formula "two o f 
every one t o the next upward..." I t also mentions a strange 
beast "the c r a t c h e t " , and uses t h a t s p e l l i n g c o n s i s t e n t l y . 
Chapter Three i s on Time, o f which there are "two k i n d s . . . 
Semibreefe time, and three minim time", the l a t t e r being d e f i n e d 
as "the s t r i k i n g down and then up of the hand e q u a l l y i n l e n g t h , 
making each l a t t e r s t r o k e , j u s t h a l f e the former". 
Equally simple statements govern Chapter Four, "For Tune". 
"There be e i g h t notes whose ascention and descention doe 
comprehend a l l tunes. And l a t e r : "The Tune of these e i g h t notes 
i s t o be learned by p r a c t i c e , and t o be believed as a p r i n c i p l e 
i n Musicke". More common-sense advice f o l l o w s :„„ "Tune the f i r s t 
note o f any song as i t serveth best f o r the voyce", with'a 
reminder t h a t "every note i n the order of Ascension i s a whole 
note or tone above the next under, save the upper and nether f a 
vjhiC'K be but h a l f e notes or Semitones". 
The second h a l f o f the book comprises the P o s t - r u l e s of Song 
and f o l l o w s the same t i t l e s as p a r t one. I n the f i r s t chapter 
"For Naming", Bathe mentions the p r a c t i c e i n I t a l y of changing 
Ut i n t o S o l , and again draws a t t e n t i o n t o the English h a b i t o f 
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changing He i n t o La: "when the next removing note before or 
a f t e r be under". "For Q u a n t i t i e " , Chapter Two, i s one of the 
more i l l u m i n a t i n g chapters. I t traces the many borrowings by 
music from other d i s c i p l i n e s t o show q u a n t i t y : colour from the 
a r t i s t , f i g u r e s from geometry, p r o p o r t i o n s from a r i t h m e t i c e t c . 
The author admits t h a t some have been valuable but "they used 
moreover many signs and tokens and marks o f q u a n t i t y t h a t are 
cut o f f as superfluous": l a t e r he suggests t h a t many had been 
used ''to the w o n d e r f u l l p e s t e r i n g of the memory, and great t o i l e 
o f the understanding... y e t many were superfluous". He concludes 
t h i s chapter w i t h a discussion of p r o p o r t i o n s and l i g a t u r e s . 
37 
Havjkins quotes the next chapter i n tot©: i t i s 
c e r t a i n l y one o f the strangest t o be met w i t h , and i t seems t o 
have completely s t u p i f i e d the redoutable S i r John, who remarks 
w i t h a veneer o f sarcasam of i n c r e d i b l e t hickness: "see what 
c l e a r and i n t e l l i g i b l e terms he has chosen t o express h i s meaning" 
The provocation f o r t h i s outburst runs as f o l l o w s . "Take a s t i c k 
o f a c e r t a i n e l e n g t h and a stone of a c e r t a i n e weight, h o l d the 
s t i c k standing upon an end of some t a b l e : seeyou have upon the 
s t i c k d i v e r s marks: h o l d the stone up by the side o f the s t i c k , 
then as you l e t f a l l the stone, i n s t a n t l y begin t o s i n g one note, 
and j u s t w i t h the noyse t h a t i t maketh upon the t a b l e , begin 
another note and as l o n g as thou holdest the f i r s t note, so l o n g 
h o l d thou the r e s t , and l e t t h a t note be thy c r a t c h e t or thy 
minim :&«.c c as thou seest cause', and thus maist thou measure the 
v e r i e time i t s e l f t h a t thou keepest, and know whether thou hast 
a l t e r e d i t or n o t " . From a f a i r l y close study of succeeding 
37. o p . c i t . Jf98. 
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t r e a t i s e s i t i s apparent t h a t Bathe's metro-bomb f a i l e d t o catch 
on* but i t must have brought many hours o f hbmely fun t o d u l l 
Elizabethan evenings ,&who can deny t h a t somewhere of a dark 
Winter's n i g h t , and one can s t i l l hear the l o n g g a l l e r i e s 
resounding t o the crashing o f stone upon t a b l e . A l t e r n a t i v e l y 
t h i s phenomenon may account f o r the exceptional s t u r d i n e s s of 
Elizabethan f u r n i t u r e , or the s c a r c i t y of stone f o r b u i l d i n g i n 
some areas. 
The l a s t chapter has f o r i t s t i t l e "For Tune". Here the 
author recommends t h a t the l e a r n e r gets h i s tunings from an 
instrument, "which i s the b e t t e r way", r a t h e r than from the voice 
of someone e l s e . A l i t t l e f u r t h e r on he adds t h a t " i t were not 
amisse, t h a t l e a r n e r s should sometime or other commit the Gam-ut 
to memory": vie have come f u l l c i r c l e and are now back a t the 
"cross of t r i b u l a t i o n " . 
Bathe's concluding remarks would seem t o sum up h i s reasons 
f o r w r i t i n g the book. "Many t h i n g s are heere taught by r u l e , f o r 
which teachers heereto-foiA, gave no r u l e , and i f they were asked 
how s h a l l a man know the l i k e ? they would answere t h a t i t i s 
according t o the course o f the song, but t h i s answere i s so 
unc e r t a i n e , t h a t i t i s as good f o r the young S c a l i e r , they had 
said we know n o t " . Some elementary r u l e s f o r composition, 
i n t e r v a l s , discords e t c . , then appear and the book concludes w i t h 
en examples of two p a r t s i n one on a plain-song. 
The I n t r o d u c t i o n ^587^ i s then, a valuable book, valuable 
h i s t o r i c a l l y i n t h a t i t i s the e a r l i e s t s u r v i v i n g example of t h i s 
type of t e x t , and valuable i n t r i n s i c a l l y f o r the l i g h t i t throws 
on contemporary musical p r a c t i c e i n i t s treatment o f s o l m i z a t i o n 
and i t s simple explanation of p r o p o r t i o n s . I t i s s t r a i g h t 
forward i n s t y l e , admirably concise, and f o l l o w s a w a l l thought-
out scheme. There i s not a t r a c e o f " l e a r n i n g " i n the book: 
no reference i 6 made t o a composer, p l a y e r , or t h e o r i s t : no 
ancient a u t h o r i t y i s c a l l e d t o t e s t i f y t o the e f f i c i e n c y of a 
system. A l l t h i s presents a f a i r e r p i c t u r e of Bathe than Hawkins 
does, and c e r t a i n l y a more i n f o r m a t i v e one than W.H. Grattan-
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Flood's, which i s biography wi t h o u t any adduced evidence, 
except f o r the date o f the I n t r o d u c t i o n , which he gives, wrongly, 
as 1600. Hence the e r r o r i n Boyd's b i b l i o g r a p h y ? F i n a l l y on 
the subject of Bathe; an a u t h o r i t y who ought t o know b e t t e r , 
•59 
reviewing the modern e d i t i o n of Morley's I n t r o d u c t i o n ^ w r i t e s 
o f Bathe's B r i e f I n t r o d u c t i o n . . . 1584 and mentions Boyd's 
summary of the author's views on s o l m i z a t i o n . Boyd has not seen 
the 1584 e d i t i o n , confining;.; h i s remarks t o the 1587 e d i t i o n , as 
40 
mentioned above. I n a footnote the same reviewer mentions 
"A Guide t o the Pathway of music" 1596: t h i s t i t l e i s one o f 
Morley's l i t t l e j okes, the 'Guide' being the anonymous author, 
arid the book The Pathway t o Music, not "of Music". 
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H.A. Harfflan makes the same mistake although Morley gives 
the book i t s c o r r e c t t i t l e on the same page: Mr. Barman takes 
h i s t i t l e from the l i s t of a u t h o r i t i e s a t the end o f the book 
where Morley c i t e s authors not t i t l e s of books. 
The Pathway to Music seems t o have a t t r a c t e d no a t t e n t i o n 
since Morley's time. I t was published i n 1596 and p r i n t e d " f o r 
W i l l i a m Barley": these two f a c t s demand some comment. Barley 38. A r t i c l e : Grove V under Bathe. 
39* Mus- J u l y 19531 pp. 442 - 455. Otto Kinkeldy 
40. i b i d , p. 453. 
41. Morley, mod. ed. p. 130. 
a t t h i s time had no p a r t i n the m u s i c - p r i n t i n g patent or monopoly 
which had passed from T a l l i s & Byrd, 1575i t o Byrd above (on the 
death of T a l l i s ) and thence t o Morley i n 1598. This may h e l p t o 
account f o r the c a r e f u l wording o f the t i t l e - p a g o , which nrimos 
n e i t h e r author nor p r i n t e r , and undoubtedly accounts f o r the 
complete absence of music-type i n The Pathway: a l l the music 
examples are cut from wood-blocks; t o have done otherwise would 
have i n f r i n g e d the p a t e n t . Barley became one of the most 
important music p r i n t e r s of h i s age: c e r t a i n l y by 1599, and 
probably i n 1598 he was p r i n t i n g music as the assigne of Thomas 
Morley, and w i t h the t u r n of the century John Windet, Thomas East 
and Thomas Snodham were i s s u i n g works as assignes of W i l l i a m 
Barley. His two p u b l i c a t i o n s o f 159&, namely The Pathway and a 
New book of t a b l i t u r e f o r l i s t e n , p r p h a r i o n and bandftra, would 
seem t o be h i s f i r s t e f f o r t s a t music p r i n t i n g . A f t e r Morley's 
death (who dare put a date t o t h a t ? ) Barley operated h i s patent 
t i l l c l6l*f. This p e r i o d , from 1600 t i l l around 1650 when 
P l a y f o r d a r r i v e s on the scene needs a complete i n v e s t i g a t i o n , 
not l e a s t from the p o i n t s of view of p r i n t i n g and p u b l i s h i n g of 
music. 
Nei t h e r Hawkins nor Burney shows any acquaintance w i t h 
The Pathway: nor has the book f a r e d any b e t t e r i n more recent 
times. Boyd s t a t e s t h a t Barley p r i n t e d i t , d espite the wording 
on the t i t l e page, and l a t e r admits t h a t he has not examined i t 
since "the B r i t i s h Museum and other important l i b r a r i e s possess 
kk 
nooe." The Barclay Squire Catalogue l i s t s i t , and i t i s 
c 
k2, o p . c i t . p. 22k, 
kj>. " p. 253. 
kk. B r i t i s h Museum Catalogue o f P r i n t e d Music 1^87-1800: 1912. 
a v a i l a b l e upon request, but being an anonymous work i t i s , l i s t e d 
under "Pathway". The same author i s content t o quote from Davey 
t h a t the work under review i s an o r d i n a r y elementary work o f no 
value". A f i n e considered c r i t i c i s m ! 
Morley f l a y s our anonymous author f o r the e r r o r s i n h i s 
t e x t and w i t h j u s t i f i c a t i o n . I t i s s i g n i f i c a n t t h a t he does so 
i n the Annotations t o h i s f i r s t p a r t , under the heading o f 
p r o p o r t i o n : h i s treatment of p r o p o r t i o n s occupies pages 46-99 
o f the modern e d i t i o n . The l e n g t h o f t h i s p a r t i c u l a r s e c t i o n has 
been a source of concern t o readers of Morley (and e d i t o r s ) who 
have sought i n v a i n f o r some reasonable explanation as t o v/hy 
Morley should have spent so much time e x p l a i n i n g an outmoded 
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p r a c t i c e . Thurston Dart i n h i s foreward t o the modern e d i t i o n 
i n c l i n e s t o the view t h a t Morley as "a good scholar... may w e l l 
have f e l t t h a t h i s l a b o r i o u s researches deserved p u t t i n g on 
re c o r d " , t o which one would add t h a t The Pathway may have been 
a f u r t h e r i n c e n t i v e , since i t e anonymous author i s a l l a t sea on 
the subject of p r o p o r t i o n . This very d e f i c i e n c y may w e l l 
i l l u s t r a t e t h a t tho accepted d o c t r i n e of p r o p o r t i o n s as 
e l a b o r a t e l y expounded by Morley was not understood by musicians 
o f h i s own day and i;nifeed played l i t t l e or no p a r t i n contemporary 
p r a c t i c e . So the t h e o r i s t s can e x h i b i t negative q u a l i t i e s , such 
as e x p l a i n i n g t h i n g s wrongly, but i s not a t a l l l i k e l y t h a t they 
do so because they do not understand the p r e v a i l i n g p r a c t i c e . 
Where does t h i s Pathway lead? The author sets out h i s 
o b j e c t i v e s on the t i t l e page: i t i s t o f u r n i s h "sundrie f a m i l i a r 
45. mod. ed. pp. 130 - 131 
46. o p . c i t p. x x 1 . 
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and easie Rules f o r the readie and t r u e understanding o f the 
Scale, or Gamma-ut: wherein i s e x a c t l y shewed by p l a i n d e f f i n i t i o n s , 
the p r i n c i p l e s of t h i s A r t e , b r i e f l i e l a i d open by way of questions 
and answers, f o r the b e t t e r i n s t r u c t i o n of the l e a r n e r . Whereunto 
i s annexed a t r e a t i s e of Descant, and c e r t a i n e Tables, which doth 
teach how t o remove any song h i g h e r , or lower, from one key t o 
another, never h e r e t o f o r e published". And these are the c r i t e r i a 
by which he ought t o be judged. 
The proceedings then are a c t i v a t e d and maintained by question 
and answer, known a f f e c t i o n a t e l y as catechisim farm, n o t , one 
would have thought the i d e a l medium, except f o r a very elementary 
book. But then, Morley's chosen medium of dialogue would not 
have been everyone's choice. Bothe methods are c o n t r i v e d and 
both make f o r unnecessary l e n g t h and diffuseness of t e x t : b u t , 
whereas Morley uses h i s a r t i f i c i a l l y created medium t o l i g h t e n 
the o f t e n d u l l proceedings, l i f e on the 'Pathway' i s simply earnest. 
Scale i s defined as " u n i v e r s a l l or p a r t i c u l a r " . The 
u n i v e r s a l scale i s t h a t "which c o n t a i n e t h the voices and orders 
of a l l the Keyes, as also the Songs: Sharp, N a t u r a l l and F l a t , 
which voices and songes s p r i n g from s i x e notes or v o c a l l names, 
devised by the Masters o f t h i s A r t e , v i d e l i c e t u t , r e , mi, f a , 
s o l , l a : By o f t e n r e p e a t i n g o f which s i x notes every song i s 
s o l f a e d and song, o f which, u t and f a be f l a t , re and s o l be 
meane or N a t u r a l l l ( s i c ) , and mi and l a be sharp, and f o r a 
p l a i n e r demonstration t o the eye, may be thvls set down." 
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The higher 
The P r i n c i p a l 
The Lower 
This i s h a r d l y / an encouraging sample: the terminology i s 
too ambiguous, v o i c e , key and song, being as y e t unexplained. 
( I confess t o having no idea a t a l l over what the above diagram 
p u r p a r t s t o e x p l a i n . ) However, we reach the diagram of the 
U n i v e r s a l l Scale (almost e x a c t l y Morley p. 11) and s a n i t y r e t u r n s : 
when the author defines Sharp song as having mi i n B f a mi, 
N a t u r a l l as having mi i n E l a mi and f a i n F f a u t , and F l a t song 
"hath f a i n B f a mi", i t becomes apparent t h a t song i s hexachord. 
The " p a r t i c u l a r s c a l e " , he goes on t o d e f i n e , i s t h a t 
"which comprehendeth the p r i n c i p a l l sounds by degree o f one kinde 
which are the Sharps or F l a t s together w i t h t h e i r N a t u r a l l e s , and 
i t i s o f two s o r t s , Sharp or F l a t , by observation of which scales 
the l e a r n e r may know where t o f i n d h i s u t i n each song f o r the 
t r u e naming of h i s notes". Diagrams o f Sharp scale and F l a t scale 
are appended, although the two together make up the u n i v e r s a l 
scale f o r which he already has a diagram: the n a t u r a l scale i s 
included i n both diagrams, thereby c o n s t i t u t i n g a great waste of 
labour. Surely i f separate diagrams o f the Sharp and F l a t scales 
had t o be given, i t would have been b e t t e r t o give thembefore the 
Universal s c a l e . 
l a 
s o l 
More Sharp 
f a 
More Meane 
mi 
More F l a t 
re 
u t 
I n Sound 
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Next come some "Rules teaching now t o tune the v o i c e " . 
"Tuning or tune-keeping i s a l i f t i n g up or l e t t i n g down o f the 
voice from one voice t o another, eyther by Rules or Spaces i n 
ce r t a i n e distances: from v/hich d e f i n i t i o n , are excepted the 
unisones, which keepe i n the s e l f e same place one c e r t a i n tune 
eyther i n s t r a y n i n g or r e m i t t i n g the vo i c e " . Again the prospect 
of a good, simple d e f i n i t i o n i s ru i n e d by i n c o n s i s t e n t language 
'voice' cannot mean voice and note i n the same sentence; and the 
r e p e t i t i o n of a s i n g l e note, has n o t , except i n these pages, been 
described as a unisonI 
Nor does the next s e c t i o n i n s p i r e us i / i t h maife confidence 
i n our guide despite the f a c t t h a t h i s next t o p i c i s v i r t u a l l y 
f o o l - p r o o f . The f o l l o w i n g gives the e n t i r e s e c t i o n on i n t e r v a l s , 
"A p e r f e c t sound (obviously by the l a y - o u t a m i s p r i n t f o r 'second') 
conta i n e t h a distance o f two p e r f e c t sounds". J l f sound = semitone, 
he might j u s t make i t , but see beloi7J_ "An imperfect second, a 
sound and a h a l f e , d e l i v e r e d w i t h mi and f a " J l semitone = a sound 
and a h a l f f ] 
l?A p e r f e c t t h i r d from u t t o mi... c o n s i s t i n g o f 'two tunes" 
|a change of t e r m i n o l o g y j 
"An imperfect t h i r d c o n t a i n e t h a tune and a h a l f e and i s re - f a " . 
"A f o u r t h i s the distance of the voice by a f o u r t h standing o f two 
tunes and a h a l f e , of v/hich are three kindes, r e s o l , mi l a , u t 
f a . [ i . e . a - d , b - e , c - f : which are a l l the same k i n d o f 
f o u r t h . Morley c a s t i g a t e s the guide f o r t h i s misleading 
d e f i n i t i o n and r a t h e r u n c h a r i t a b l y omits the p o r t i o n here 
47. page 131. 
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u n d e r l i n e d , which does make the meaning c l e a r e r . | 
"A f i f t h i s the distance of voices by a F i f t , J l l o r l e y misquotes 
as distance o f the v o i c e j and commeth o f three tunes and a h a l f e 
tune, o f which there be foure kindes; r e l a mi, i n f a f a , u t s o l 
( s i c ) which ought t o read re l a , mi mi, f a f a , u t s o l . (d - a, 
e - b, f - c, g - d ) . 
"A p e r f e c t s i x t standeth of foure tunes and a h a l f e , from u t t o 
l a , or r e t o mi". 
"An imperfect S i x t c o n s i s t e t h o f three tunes, w i t h 2 h a l f e tunes, 
from l a t o f a " . 
Let me quote as a f i n a l example of what has been harped upon as 
confused terminology, the f o l l o w i n g which appears under the 
heading of the Seven C l i f f e s , of which our guide considers f o u r 
t o be " u s u a l l " , the G, C and F c l e f s and the x and b, a p p l i e d t o 
b. |The old e r t h e o r i s t s were very l o g i c a l i n considering t h i s t o 
be a c l e f as i t does f i x the p i t c h o f the notes w i t h i n a s t a v e j 
"B marked thus b i s teamed a b f l a t , because i t appertaineth t o 
f a whose nature i s f l a t , which i s t o say l e s s than a note, and B 
marked thus x i t i B tearmed a B sharp, because i t p e r t a i n e t h t o 
the note i n mi whose nature i s sharpe: which i s t o say more than 
a note". The two phrases u n d e r l i n e d are meaningless. By the 
greatest s t r e t c h o f imagination one could a l l o w ' t h a t " l e s s than 
a note" may mean semitone, but then one must face t h a t "more than 
a no t e " means tone... This i s too much t o aski 
Ques: " I n t o how manie p a r t s i s prick-song divided? 
Ans : " I n t o twelve". V/e have reached the t r e a t i s e on Descant, 
and our mentD&i sets out the twelve f e a t u r e s as f o l l o w s : -
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1. Forms o f notes 
2 . Restes 
3- Legatures 
k. Degrees i n rausicke and the signs t h e r e o f 
5. Augmentation 
6. Diminution 
7. Imperfection 
8. A l t e r a t i o n 
9. k kindes of p r i c k e s 
10. Time-keeping 
11. Sincapation 
12. P r o p o r t i o n 
Here again the s t o r y i s the same. The d e f i n i t i o n o f Note 
i s but one example of many: i t i s "a signe shewing the lowdness, 
or s t i l n e s s o f the v o i c e , and i s o f two s o r t s , one simple, and the 
other joyned..." The examples o f 'simple* notes and t h e i r r e s t s 
are c o r r e c t : but the "joyned" v a r i e t y o f notes ( l i g a t u r e s ) 
Horley jumps on as "set down f a l s e " . 
To the question: what i s degree i n musicke? comes the r e p l y : 
" i t i s a c e r t a i n r a t e , by which the value of the p r i n c i p e l l notes 
i s measured and known by a c e r t a i n e mark" Morley defines i t as 
"a c e r t a i n e mean whereby the value o f the p r i n c i p a l notes i s 
perceived by some sign set before them". At l a s t , one up f o r the 
guide' But from here t i l l almost the end o f the book our author 
wallows i n confusion. Most o f the d e f i n i t i o n s are w o l l on the 
way t o accuracy b u t they tend t o disagree w i t h h i s musical 
*f8. p. 23. 
1 
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examples. The k i n d e s t t h i n g one can say i s t h a t our unknown 
t r a i l - b l a z e r seems t o have l o s t h i s way. The o l d d o c t r i n e of the 
moods and p r o p o r t i o n s which Morley d e l i g h t s i n r e v e a l i n g must 
have been a closed book t o our author: he would have been w e l l 
advised t o have kept i t closed. 
There are, however, two more n o t a b l e , even memorable 
d e f i n i t i o n s ; t o come. Asked t o define a consonant, our author 
r e p l i e s t h a t " i t i s a concord o f u n l i k e voyces w i t h i n themselves, 
t a c k t together,sweetly sounding unto the eare". A " d i s c o r d " i s 
a "commixion of d i v e r s sounds, n a t u r a l l i e o f f e n d i n g the eare". 
One can heap the d i f f e r e n c e between the two i n t e r v a l s j u s t by 
reading the d e f i n i t i o n s . 
The reader may r e c a l l t h a t a t the beginning o f t h i s survey 
of The Pathway i t was i n s i s t e d t h a t the author be judged by the 
achieving or non-achieving of h i s s t a t e d aims, which included 
easy and f a m i l i a r r u l e s , p l a i n d e f i n i t i o n s e t c . , e t c . He f u l f i l s 
none o f these promises, as has been amply demonstrated, although 
the book i s not e n t i r e l y w i t h o u t m e r i t . One or two o f h i s 
d e f i n i t i o n s are q u i t e b r i l l i a n t ; many are adequate; same are 
misleading; a few are incomprehensible; one or two are wrong. 
Morley's censure of the book i n 1597i namely t h a t "you s h a l l not 
f i n d one side i n a l l the book wit h o u t some gross e r r o r or o t h e r " , 
i s seen t o be a reasonably accurate judgement of the book's 
value. The t e x t contains no ' l o c a l colour' :and there i s no attempt 
made t o g i l d the expo s i t o r y p i l l . 
I f i t appears t h a t an i n o r d i n a t e amount of time has been spent 
on these f i r s t two books, i t should be s t a t e d t h a t i t was by 
design. I t has become so much the fashion t o consider Morley as 
the f i r s t as w e l l as the great e s t of the English t h e o r i s t s t h a t 
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i t i s about time the record was set s t r a i g h t . His r e p u t a t i o n has 
l i t t l e f e a r from Bathe or the Guide. 
A P l a i n and Easy I n t r o d u c t i o n t o P r a c t i c a l Music by Thomas Morley, 
appeared i n 1597 and i s dated f o r t h a t year, although f o l l o w i n g 
the contemporary p r a c t i c e the book was entered a t St a t i o n e r s * 
H a l l i n 1596. A second e d i t i o n was published by Humphry Lownes 
i n 1608, a f t e r the author's death, and Lownes' name also appears 
on some copies, dated 1597, but issued before 1608 and made up o f 
sheets o f the 1597 e d i t i o n . I t i s easy a t t h i s distance i n time 
to get the impression of Morley's book as a runaway b e s t - s e l l e r : 
he i s the most f r e q u e n t l y c i t e d English t h e o r i s t t o date and 
references t o h i s book are l e g i o n . So valuable an a u t h o r i t y i s 
he t h a t h i s work was re-issued i n 1771 and 1937i and another one 
was due i n the summer o f 1970 but has yet t o appear. No other 
English t h e o r i s t has been deemed worthy of such l a v i s h treatment. 
IfQ 
Thurston Dart, however, estimates the s i z e o f the f i r s t e d i t i o n 
as 500, and t h i s i s a hi g h f i g u r e i n comparison w i t h the 300 -
kOO - suggested as the t o t a l number a c t u a l l y s o l d - put forward 
50 
by O.E. Deutsch . Both of these f i g u r e s are, o f course 
informed 4gLU£&£&$. We have very l i t t l e evidence, as y e t , regarding 
51 
the size o f musical e d i t i o n s o f the p e r i o d and should not jump 
to conclusions. That a f a i r number o f copies have s u r v i v i ^ d i s 
not an i n f a l l i b l e guide t o the e s t i m a t i n g o f a l a r g e o r i g i n a l 
e d i t i o n : many other f a c t o r s must be taken i n t o - c o n s i d e r a t i o n , 
^9. Foreward t o mod. ed. x x i v 
50. " E d i t i o n s o f Morley*s ' I n t r o d u c t i o n ' " , L i b r a r y ^ t h s e r i e s , 
X X I I I (19^3) p. 129. 
51. The most d e f i n i t e evidence t o date appears i n Margaret 
D©wling*s a r t i c l e "The P r i n t i n g o f John Dowland's Seconde 
Booke of Songs or Ayres, i n L i b r a r y , kth s e r i e s x i i (1932-3) 
pp. 365 - 80. 
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not l e a s t of which, one would suggest, i s the format o f the book. 
F o l i o s must show a gr e a t e r s u r v i v a l r a t e than pocket e d i t i o n s 
f o r the simple reasons t h a t they are subject t o l o s s wear and 
t e a r , u s u a l l y deemed v/orthy of an impressive b i n d i n g , and 
t h e r e f o r e stored i n good c o n d i t i o n s . By a s i m i l a r token the 
contents of a book must have some bearing on i t s s u r v i v a l and 
hence i t i s t h a t Morley's I n t r o d u c t i o n has l a s t e d b e t t e r than 
h i s Consort Lessons. Any l i b r a r i a n would cionfirm t h a t a book, 
well-bound and s t o r e d c o r r e c t l y , p r e f e r a b l y i n tho dark, w i l l 
l a s t f o r ever, i f only people would r e f r a i n from reading i t . I t 
i s the opening and c l o s i n g o f the book v/hich places the g r e a t e s t 
s t r a i n on the spine, and p a r t i c u l a r l y important i n t h i s respect 
i s the l e a v i n g open of books. Consequently t h e , p a r t books, both 
vocal and i n s t r u m e n t a l , are i n general more subject t o tho 
ravages of time than the t r e a t i s e s . I n t h i s respect the l u t e 
songs, w i t h l u t e and cantus p a r t on one page and the " a l t e r n a t i v e " 
vocal p a r t s on the opposite page, provide the most obvious 
example, where the book pressed f l a t i n t o the t a b l e f o r a l l t o 
see must have f e l t as comfortable as the singers who c l u s t e r e d 
around. 
To r e t u r n t o the p o i n t , Morley's I n t r o d u c t i o n was a w e l l 
known t e x t and represented the composer as a t h e o r e t i c a l 
a u t h o r i t y whom no subsequent w r i t e r on music i n the seventeenth 
century, could a f f o r d t o ignore. He i s also the only English 
t h e o r i s t a v a i l a b l e i n a modern c r i t i c a l e d i t i o n , and a t a 
reasonable p r i c e . I t would be a great waste of time t o give 
the I n t r o d u c t i o n the same treatment as Bathe and the Pathway, 
since i t has already been done and i t would serve no purpose 
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merely to r e - i t e r a t e what more eloquent and informed commentators 
have said. A few remarks of a general nature would, however, not 
be out of place. Morley's book i s the f i r s t English t r e a t i s e 
which can be called scholarly and makes any pretence to erudition. 
Even i f we accept - as we surely must - that the author i s 
straining the truth when he says i n h i s l i s t of authors, "the 
most part of whose works we have d i l i g e n t l y perused...", and 
writes down names of several composers "the most part of whose 
works" he can never have seen, i t hardly detracts one iota from 
h i s claim to erudition. There are some notable omissions from 
h i s l i s t of "Late writers", such as Fogliano and Padovani (both 
52 
known to Butler) neither of whom appears i n Mr. Barman's note : 
Cassiodarus, Pythogoras, A r i s t o t l e & Co., are missing from the 
"Ancient Writers". But s t i l l Morley's QQH&S&BPof ancient and 
modern theory and practice i s comprehensive. 
Morley's stated aim^, "that any of but mean capacity so 
that they can but t r u l y sing t h e i r tunings... may, without any 
other help saving t h i s book, perfectly learn to sing, make descant, 
and set parts well and formally together," i s proof that 
advertising was part of sixteenth century l i f e , and i s a l i t t l e 
u n r e a l i s t i c . 
I f we can take h i s preface at i t s face value he apparently 
set out to write a short introduction, compiled from h i s own 
experiences of musical l i f e , rather as our two previous authors 
must have done; but when he compared h i s findings with the v/ritings 
of other authors, he was so surprised at the lack of agreement 
52. mod. ed. 319 
53« Ibid p. 6. 
93 
that he was forced to investigate things for himself and the 
book grew mightily i n proportion. The text i t s e l f would appear 
to substantiate the author's statement. 
I t i s a long book and t r e a t s , i n three parts, Teaching to 
Sing, Treating of Descant, and Treating of Composing or Setting 
of Songs. L i b e r a l annotations concern themselves with polemical 
points and these are treated i n separate sections aside from the 
main text. The book i s copiously i l l u s t r a t e d with musical examples 
and Morley creates an imaginary conversation between master and 
p u p i l ( s ) which energises the discourse, bringing l i g h t and humour 
into the sometimes drab and d u l l proceedings of a text book. He 
covers the ground admirably and displays p a r t i c u l a r s k i l l i n 
matching musical example to text. Most topics are treated f u l l y 
and c l e a r l y and some are treated to the point of exhaustion. 
Thurston Dart has enumerated both the points that Morley appears 
to have missed and also those for which we would have, been 
indebted for a f u l l e r treatment: underlay, musica f i c t a , 
t e s s i t u r a , improvised ornamentation solfeggio, temperament, 
instruments, choice of madrigal verse, natural signs, sharp. 
One can add almost i n d e f i n i t e l y to t h i s l i s t ; the practice 
of music i n churches, the actual printing and -publishing of the 
music, are two of the obvious points which Morley must have known 
well and yet hardly mentions. There i s of course, no reason why 
he should mention them i f we r e c a l l why he wrote the book. In 
any case, who are we to comment thus? I t was not written for us. 
The Elizabethan gentleman who bought the book would ce r t a i n l y 
5*f. mod. ed. p. x x i i i . 
not be faced with the same problems as those which harrass the 
modern reader of Morley. 
The Plaine and Basie Introduction i s then a scholarly book, 
where the learning i s l i g h t l y carried, and the matter i s treated 
thoroughly and consistently, and where every topic can be seen to 
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be part of an o v e r - a l l pattern . The actual manner of writing 
i s c lear and precise with the r e s u l t that d e f i n i t i o n s are good 
and read aut h o r i t a t i v e l y . The progress of the book i s l o g i c a l 
and i n several places c a r r i e s the reader through some d u l l d e t a i l s 
and on to more interesting fare, showing, one imagines, that 
Morley must have been a good teacher. I t i s certain that the 
presentation and physical lay-out of the book would have been of 
enormous .value to the work as an educational text, since text and 
musical examples are s k i l l f u l l y presented, admirably laid-out and 
usually correctly s e t . Undoubtedly i t i s i n the laboriously 
conttf.ii.vied marriage of a l l these features that the secret of 
Morley's success l i e s . I t i s the e a r l i e s t surviving text that 
the English musician could read e a s i l y and with p r o f i t . 
Shortly a f t e r the second edition of Morley's Introduction 
came John Dowland's fine translation of the Micrologus of 
Andreas Ornithoparciis, dated 1609,, notwithstanding the f a c t 
that Grove V gives 1606. Omithopaarous - r e a l name Vogel(ge) 
sang - had'Ipublished h i s Micrologus o r i g i n a l l y i n Latin at 
Leipzig i n 15171 (Grove gives 1516) and the sixteenth-century 
writers on music (and the laten ones) frequently refer to t h i s 
text. Morley mentions him, p. 71 The f a c t that Dowland should 
55» One of the very few writers who have entertained misgivings 
with regard to Morley's treatment of modal theory i s 
Robert Stevenson: see h i s a r t i c l e "Thomas Morley's Plaine & 
Easie Introduction to the Modes". Musica Disc i f r l i n a V©3L 6 
(1952) 177 - 84. 
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have gone to the trouble of tr a n s l a t i n g the Micrologus i s 
adequate testimony to the value of the book almost a century 
a f t e r i t s publication. Dowland may have come across OrnithopaiPeTIs' 
work while he was i n Germany in the service of the Duke of 
Brunswick, but h i s translation did not appear u n t i l a f t e r he had 
se t t l e d once again i n England a f t e r having been dismissed the 
court of Denmark i n 1606. One can but suggest l i k e l y reasons for 
Dowland undertaking the preparation of a translation of t h i s 
t r e a t i s e : he may have wished to give the book a wider audience 
than the Latin-reading English public afforded, or he may have 
found i n i t an extremely good book which offered something lacking 
to English readers. Alternatively he may have needed the money. 
56 
In any event Burnoy was of the opinion that he had laboured i n 
vain, since the a v a i l a b i l i t y of Morley's Introduction i n England 
"precluded a l l want of such a work as that of Ornithcgaaccues". 
57 
S i r John Hawkins , on the other hand, gives a very f u l l 
account of the Micrologus and quotes extensively from^the Dowland 
58 
trans l a t i o n . Boyd gives a l i s t of the contents which he 
characterises as "the dry pabulum of the middle ogoc", instances 
one example of wrong etymology, and quotes the amusing section 
about the "Saxons, and those that dwell upon the B a l t i c coast" 
who apparently sang "as i f they have a deaf God, or because they 
think he i s gone to the South-side of heaven..." [Hawkins also 
c i t e s t h i s section."! 
56. op. c i t . p. 202/3. 
57. op. c i t . pp 308 - 314. 
58. op. c i t . pp 2V5 - 2^5. 
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Dowland*s translation makes no e f f o r t to up-date 
Ornithoparoue. There i s nothing i n the way of e d i t o r i a l additions 
or amendments: a l l he gave to English readers was a superb 
English version of the o r i g i n a l 1517 edition. The book cannot 
have been of any great appeal to Jacobean readers since the ideas 
i t presents were almost a century out-of-date. I t i s a weak 
c r i t i c i s m to say of a theorist that he i s out-of-date, since by 
h i s very nature he i s bound to be so. The 'job of the theorist i s 
to codify and perhaps explain musical practice, not to chart the 
unknown, and while he i s busy doing h i s job, musical practice w i l l 
have l e f t him behind. The fate of the theorist i n translation i s 
naturally more f i c k l e , and the theorist i n translation nearby a 
century a f t e r h i s theorising can have only antiquarian i n t e r e s t . 
Since t h i s work has no part to play i n our tracing of 
English theory of the seventeenth century, notice w i l l be very 
/ 59 b r i e f . (A l i s t of the contents i s printed i n M.C. Boyd's book 
on Elizabethan music.) Twice already, attention has been drawn 
to the high quality of Dowland's trans l a t i o n : indeed the book 
might well have been written i n English. I t i s a work which 
exhibits a mastery of compilation rather than the genius of an 
individual mind. A vast array of sources, ancient and modern, 
buttresses the l o g i c a l and c a r e f u l l y prepared structure. 
Definitions are c l e a r and simple yet f u l l . Musical examples and 
diagrams abound and invariably help to i l l u s t r a t e the author's 
argument. There are even precise instructions for a do-it-
yourself monochord. Books One and Two are the p a r t i c u l a r concern 
59. op. c i t . p. 2^3. 
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of the would-be singer: Ornithcgarouss allows each new topic a 
separate paragraph or paragraphs according to i t s complexity, 
which makes i t a work which i s easy cdsfcefeaaance. 
Book Three i s devoted to.the .chanting of plainsong according 
to the rules of "accent" which, in t e r e s t i n g though i t i s , must 
have been of very limited appeal to an English audience of 1609. 
F i n a l l y Book Four deals with Counterpoint and concludes .with 
"ten precepts necessary for every singer", most of which are as 
applicable today as they were i n 1517• 
We have no means of t e l l i n g p r e c i s e l y when Thomas Campiaa 
published h i s t r e a t i s e A New V/ay of Making Foure parts i n Counter-
point, by a most fa m i l i a r , and i n f a l l i b l e Rule. Boyd gives [1613] 
Grove 1613, B a k o f z e r ^ 1610; H.C. D a l l e s ^ suggests or rather 
states 1619/20 "shortly before h i s death". Bibliographical clues 
do not unfortunately throw any r e a l l i g h t on the s i t u a t i o n . T.S. 
i n the imprint i s of course Thomas Snodham, who printed 1609-2^ 
for various publishers, but for John Browne alone as d i s t i n c t 
from Matthew Lownes and John Browne, during the e a r l i e r part of 
62 
t h i s period. Pollard and Redgrave suggest 1610. I t i s , 
however, quite possible that the book was published a f t e r 
Ravenscroft's A Briefe Discourse..., 1614* 
The f i r s t thing which s t r i k e s the present-day reader of 
Campian's t r e a t i s e i s that i t has a modern ring to i t , j u s t as i f 
since Morley's time a gentle breeze had carried away the l a s t 
vestiges of modal theory, and i n i t s place had deposited a down-
60. Music i n Baroque Era, 19^3. p. ^20. 
61. "Some Musical Instruction Books of the 17th century PRMA, 
Vol. 55, PP. 31 - ^9. 
62. Short T i t l e Catalogue No. ^5^2 
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to-earth, p r a c t i c a l approach which would mean "music for a l l " . 
The e p i s t l e dedicatory confirms t h i s suspicious where the author 
speaks of h i s new way "by which Musicke s h a l l be redeemed from 
much darkness wherein envious a n t i q u i t i e of purpose did involve 
i t " . Boyd^ c a l l s t h i s passage absurd, but there i s no reason 
to uphold h i s censure: Campian describes h i s discovery as "a poor 
and easie invention: yet new and certaine", and i t i s i n fact a l l 
6k 
those things. On the very next page Boyd, having defended 
Campian from an u n j u s t i f i e d attack by Vivian, changes h i s tune 
thus: "The writing of any book that w i l l enable an unmusical 
beginner to write correct harmony i s quite a feat, and Campian 
accomplished i t " . 
The mighty wind of change blows through the Preface where 
Campian instances many examples of the utter confusion of musical 
terminology, l i k e 'tone* and 'note', and pleads that the gam-ut, 
an excellent invention of i t s day, with i t s s i x notes i n a twenty 
note compass, i s out of touch with modern music: the scale can 
be better expressed by k notes than by 6, .leaving out Ut and He. 
jjThe reader w i l l remember that Burney credited Butler with t h i s 
idea: we have also seen i t i n Bathe, 158?; Morley's examples (but 
not h i s text) would seem to confirm the p r a c t i c e 7 J He then i l l u s t r a t e s 
the scale by writing the common key "we c a l l Gam-ut", over an 
octave (not a hexachord) and then giving below the lute tablature 
which much more fi t l j t r i 3 exemplifies the difference between tone 
and semitone, than a dozen written-out vocal examples. 
63. op. c i t . p. 255. 
6k. Available i n C. Ed. of Campian's Works, ed. Vivian, 1909. 
The chapter "Of Counterpoint" vrhich follows occupies the 
greatest part of the whole t r e a t i s e . Campian recommends 
composition infi3»r/ parts, as being the most natural form, Bass, 
Tenor, Counter-tenor/Meane and Treble, and proposes composition 
from the Bass. Boyd ignores t h i s important phenomenon which, as 
well as being the mainspring of Campian's compositional technique, 
constitutes h i s princ i p l e claim to fame: even Morley seems to 
have been t o t a l l y committed to composition from the tenor. "But 
I w i l l p l ainely convince by demonstration that contrary to some 
opinions, the Base contains i n i t both the Aire and true 
judgement of the Key, expressing how any man at the f i r s t sight 
may view i n i t a l l the other parts i n t h e i r o r i g i n a l l essence "|B6 v^j 
Campian continues: " F i r s t , i t i s i n t h i s case requisite 
that a formall Base, or at l e a s t part thereof be framed, the Notes, 
r i s i n g and f a l l i n g according to the nature of that part, not so 
much by degrees as by leaps...", and then he proceeds to give of 
examples of the bass moving by degrees and by leaps. |B7 r j After 
a further passage of elementary elucidation we come to h i s r u l e . 
" I f the Base s h a l l ascend either a second, t h i r d or fourth, that 
part which stands i n the t h i r d or the tenth above the Bass, s h a l l 
f a l l into an eight, that which i s a f i f t h s h a l l paBS into a t h i r d , 
and that which i s an eight s h a l l remove into a f i f t h " [B7 V ] 
Campian reduces t h i s rule to a diagram thus: 
8 3 5 
3 5 8 
The lower l i n e indicates the position of 
the three notes above the "formall Base" 
in the f i r s t k part chord. 
The upper l i n e indicates the position of the three notes above 
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the second bass note, remembering that the bass w i l l have r i s e n 
by a 2nd, 3rd or 4th. 
I f the Bass f a l l s by a 2nd, 3rd or *fth, then the reader i s 
instructed to read h i s diagram from the top downwards. Campian 
has already explained that a fourth r i s i n g i n the bass produces 
the same note as a f i f t h f a l l i n g and vice versa and that by the 
same token 3rds become 6ths and 2nds, 7ths. He then proceeds to 
frame a formal bass of four bars which involves leaps upward 5th 
and ^th and downward of 5th, 3rd and 5th, i n addition to step-
wise motion £p*J: t h i s he sets for four voices according to h i s 
r u l e . £cvj The system works perfectly. Meanwhile he d e l i v e r s a 
l i t t l e morale-booster to these readers who have f a l l e n by the 
wayside, and then summarises what he has thus far achieved. " I f 
I should discover no more than t h i s already deciphered of Counter-
point... I had effected more i n counterpoint than any man before 
me hath ever attempted..." True enough! But we have not yet 
reached the end of the method. 
Campian presents us with a bass that i s not so formal, where 
the f i r s t and l a s t progressions proceed by stop and thereby produce 
rather mechanical inside parts: these parts, he suggests, may be 
"mollified, by breaking two of the f i r s t notes", producing a 
l i t t l e chain of crotchets i n thirds i n the inside parts. Again 
(on Ck+) he allows an exception to the rule to produce better part 
writing. 
"Know that, whensoever a s i x t i n r e q u i s i t e , as i n B, or i n 
E, or A, the key being i n Gam-ut, you may take the s i x t instead 
of the f i f t , and use the same cord following which you would have 
taken i f the former cord had been a f i f t " . 
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8 5 
Diagram (not given i n Campian) explains. 
3 6 8 
Where the bass note happens to be F sharp, the si x t h must 
be taken "of necessity", but the use of an octave to the bass, i . e . 
another F sharp, i s forbidden. The authors reasoning for t h i s i s 
very interesting. "Such Bases are not true Bases, for where a 
s i x t i s to be taken, either i n F sharpe, or E sharpe, or i n B or 
in A, the true Base i s a third lower". This i s a tr u l y modern 
approach. Eb i n the bass gives him cause for anxiety since a 
s t r i c t observance of h i s rule w i l l produce E f l a t to F sharp i n 
one of the added parts: t h i s , of course, "would be unformall". 
This minor obstacle i s circumvtented by making the E f l a t jump to 
G and thence to F sharp. When the bass stands s t i l l , t h i s allows 
the other parts to "move at th e i r pleasure". Si m i l a r l y the bass 
may be broken at w i l l without a l t e r i n g -any of the other parts. 
Another " d i f f i c u l t y " a r i s e s when two consecutive treble notes 
form 3rds against the bass. They should not i f the rule i s s t r i c t l y 
obeyed. In t h i s case, as Campian shows, there i s no need to a l t e r 
the consecution of the other two parts which must s t i l l obey the 
rul e . D v 
"Lastly i n favour of young beginners l e t me also add t h i s , 
that the Base intends a close as often as i t r i s e t h a f i f t h , third 
or second, and then immediately either f a l l s a f i f t h , or r i s e t h 
a fourth. In the l i k e manner, i f the Base f a l l s a fourth or 
second: and af t e r f a l l s a f i f t , the Base insinuates a close, and 
in a l l these cases the part must hold, that i n holding can use the 
[C6v - 7t\ 
[ v ] 
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fourth or eleaventh, and so passe either into the third or tenth". 
^)2+J This i s very sound advice. The author then supplies a 
hymn of h i s own composition, composed according to ru l e . 
The next section of the New V/ay i s given over to a discussion 
"Of the Tones of Musicke". I t i s a short chapter, a mere 9 sides, 
but one, I think, of enormous value to the student of English 
musical theory. Boyd f a i l s to apprehend the r e a l significance of 
t h i s section and writes i t off as follows: '•He (campion^ does 
l i t t l e more than show what cadences are s a t i s f a c t o r y i n various 
65 
keys". None of the e a r l i e r English t h e o r i s t s had done t h i s . 
Campian f i r s t s t r e s s e s the importance of a true knowledge 
of the Key or Moode or tone, "for a l l s i g n i f i e the same t h i h g ^ . 
" I have therefore thought i t good i n an easie and b r i e f 
discourse to endeavour to express that, which many i n largo and 
obscure volumes have made fe a r f u l to the i d l e reader". The octave 
he divides into a fourth and a f i f t h , fourth at the top being 
called Modus authenticus, f i f t h at the top Modus p l a g a l i i , but no 
matter how the fourth i s placed with the octave "we must have our 
eye on the f i f t h , for that only discovers the key, and a l l the 
clo.ses pertaining thereunto". Nor does he stop here, but presses 
on to say that t h i s f i f t h " i s also divided into 2 thirds, some-
times the l e s s e r t h i r d hath the upper place and the greater 
supports i t below, sometimes the greater t h i r d i s higher, and the 
l e s s e r t h i r d r e s t s i n the lowest place". The lowest note of t h i s 
f i f t h "bears the name of the Key". 
Nov; to the actual cadences. Campion i n s t r u c t s us that 
"the maine and fundamental close i s i n the key i t s e l f , the second 
i s i n the upper note of the f i f t h , the t h i r d i s i n the upper note 
65. op. c i t . p. 258. 
66. See Morley, mod. ed. p. 249 f f . 
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of the lowest t h i r d , i f i t be the l e s s e r t h i r d " . The f i r s t close 
"maintains the a i r e of the Jkey, and may be used often, the second 
i s next to be preferred, and the la©£ l a s t " . I f the key, however, 
happens to be G with B sharp ( i . e . G B D , a major tri<&di) the 
third type of close i s forbidden but instead one can close on A 
and sometimes C, i f one i s di s c r e e t . I t i s also v i t a l l y important 
to make the key known at the beginning of a song and Carapian 
advises that the best way to do t h i s i s i n the "often using of 
. h i s proper f i f t h , and fourth, and thirds, r i s i n g or f a l l i n g " . 
Campion c i t e s as an example of a song which shows some 
confusion of key one of the Church tunes "which i s begun i n one 
^key and ended i n another, quite contrary to nature; which error 
crept i n f i r s t through the ignorance of some parish Clerks, who 
understood better how to use the keys of the i r church-doors, than 
the keys of music, at which I do not much marvel, but that the 
same should pass i n the book of Psalms set forth in four parts, 
and authorised by BO many musicians, makes me much amazed". The 
un-named tune i s given i n f u l l . £lt i s the tune o r i g i n a l l y set 
67 
to Psalm 108 which f i r s t appeared ' in Scottish P s a l t e r of 1564/5* 
Subsequent appearances i n English P s a l t e r s include Daman 1579; 
Este 1592; Alison, 1599; Barley, 1599; any of which versions could 
be the one referred to here. Post-Campian appearances are i n 
Havenscroft, 1621; Slatyer 164;5; Playford 1671 and 1677. By a 
singular coincidence i t i s one of those used as i l l u s t r a t i o n s by 
Butler, 1636 [p. iMf] who quotes the Ravescroft version, c a l l e d 
by Ravenscroft "Oxford Tune". Campian's objections would appear 
67. Frost, p. 154 - 5. 
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to be reasonable: the tune i n question appears to f i n i s h i n a 
different "key" from i t s opening. He writes what to him seems 
a sensible Bass to the f i r s t part of t h i s tune (and uses an E 
f l a t as key-signature) and t h i s produces a cadence on B f l a t , 
proving j u s t how "unaireable" the tune r e a l l y i s . Our author 
next sets the same tune i n four parts, with the church tune i n 
the Tenor, a l t e r i n g a l l the F*s of the tune and making them sharp, 
and giving a strong ring of G minor to the whole song. 
The l a s t section of t h i s l i t t l e t r e a t i s e i s headed "Of the 
taking of a l l Concords, perfect and imperfect", and w i l l not lopg 
occupy our attention. Campian begins by pra i s i n g "the best and 
-Sost learned" author on t h i s subject, O s l v i s i u s , (the only 
theorist/:he mentions i n h i s book.) saying how indebted he (Campian) 
i s for C a l v i s i u s ' s work, and how he owes i t to English musicians 
to become a translator: editor would better describe h i s 
intended employment. The whole of t h i s section (with one exception 
and example) and a l l the musical examples are l i f t e d bodily from 
C a l v i s i u s ' Melopoaia... 1592, Chapters 9 and 10. 
Such then was Thomas Campian*s contribution to English 
musical theory and i t i s no matter for speculation to say that 
t h i s l i t t l e work shows a r a d i c a l departure from modal theory. 
Campian not only gives us an almost i n f a l l i b l e rule for elementary 
composition, but gives clear indications of the road being taken 
i n English music. Although he does not a c t u a l l y use our 
terminology, he leaves us i n no doubt that music to him was four 
part composition from the bass, ( t h i s he does say) major and minor 
sc a l e s , t r i a d s (and or l e a s t one inversion, the f i r s t ) and a 
68. Only copy available in G.B. at Glasgow. 
strong i n c i p i e n t dominant-tonic relationship which was more than 
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modal. Robert Wienpahl has no doubts about placing English music 
i n the very forefront of the movement towards to n a l i t y and he 
accords Campian a s i g n i f i c a n t position. "Campian's advances i n 
theoretical thinking are of great importance and, coupled with 
the strong tonal feeling of the English composers, c e r t a i n l y put 
EngldaiL i n the lead i n the evolution of t o n a l i t y " . " ^ 
Every schoolboy knows that the next piece of English Musical 
Theory, the work of Thomas Ravenscroft, published i n 1614, was 
71 
a "pedantic e f f o r t " . Issued under the exhausting t i t l e , A 
B r i e f Discourse of the true (but neglected) use of Charact'ring 
the Degrees by t h e i r Perfection, Imperfection, and Diminution i n 
Measurable Musicke, against the Common Prac t i s e and Custome of 
these Times... i t i s better known simply as the Briefe Discourse. 
A reading public which could stomach t i t l e s l i k e the 'interminable 
one of Prynne's Histrio-mastix, 1633, would have found nothing 
indigestible i n Ravenscroft's t i t l e . Burney and Hawkins both 
make passing mention of t h i s book: no-one seems to have taken 
the work seriously. Yet again, Boyd i s the only modern writer 
who pays any attention to Ravenscroft's theorizing, although even 
he can hardly be credited with a thorough examination of the 
Briefe Discourse,particularly when h i s evaluation i s padded with 
72 
speculations l i k e the following. "We may surmise (he says, ) 
that the printer accepted the book for publication only because 
Ravenscroft's previous volumes of music had been of a popular 
"English Theorists and Evolving Tonality", M & L, xxxvi, 
No. A. (1955) PP. 377-93-
70. op. c i t . p. 388. 
71. Boyd op. c i t . p. 259. 
72. i b i d . p. 259. 
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nature, probably s e l l i n g w e l l , . . . " We are amost certai n l y not at 
l i b e r t y to surmise anything of the s o r t . One assumes that, had 
the publishers, Thomas Adams, so instructed him, Edward Allde would 
have printed the book with alternate pages upside down and the text 
back-to-front! Adams had already published h i s f a i r share of 
music, the Dowland translation of Ornithoparcus, 1609, and 
Ravenscroft 1s Deutercmelia, 1609, and Melismata, 1611, being only 
three of the more pertinent examples. That Ravenscroft's text 
and indeed h i s main th e s i s are thoroughly i r r e l e v a n t to Jacobean 
music should not blind us to the value of h i s book. I t i s an 
astonishing achievement for a young man of 22. (One of the 
dedicatory poems establishes t h i s fact and also t e s t i f i o s that he 
received h i s Mus. B at Cambridge somewhat e a r l i e r than a l l of h i s 
i l l u s t r i o u s contemporaries, at the age of I k ) . His i l l - t i m e d 
plea for a return to the purity of the old system of mddal time-
keeping i s studded with references to Glareanus, L i s t e n i u s , 
Beurheursius and Morley, to name but a few, and demonstrates a 
notable understanding of the rules of mood, time and prolation. 
At i t s publication i t probably stood about as much Chance of 
successfully influencing current opinion as did Butler's English 
Grammar, 16J3I but t h i s i s not to say that both books were 
unimportant. 
Ravenscroft i s , i n the main valuable to us as a commentator 
on the musical l i f e of early seventeenth century England. The 
professional musician frequently receives the rough edgen of h i s 
tongue, as he had done i n Ornithoparcus' book: i n both cases i t 
73 
appears to have been with some j u s t i f i c a t i o n . Boyd draws 
73. op. c i t . p. 242. 
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attention to Morley's statement " I have broken the ice for others" 
and Ravenscroft's reference: "The ice i s broken, and the foot-
path found..." I t i s not at a l l beyond the realms of p o s s i b i l i t y 
that t h i s remark concerns not only Morley but also the anonymous 
author who beat him to the press and c a l l e d h i s book The Pathway... 
L a s t l y on the subject of Ravenscroft; the fact that there i s ho 
'reference to Campian's t r e a t i s e makes one very chary of dating 
the New Way... as |T6l57j Campian contributed a dedicatory poem 
to the Briefe Discourse i n 1614; neither poem nor text contains 
any reference to Campian's t r e a t i s e . He and Ravenscroft stand 
poles apart on the questipn of theory and practice, so much so 
that a reference would seem almost inevitable, unless, of course 
Campian had not yet published. There i s , moreover, a d i s t i n c t 
p o s s i b i l i t y that Ravenscroft's work was the spur that encouraged 
Campian to produce h i s book. Several of the references i n Campian's 
preface could be dire c t a l l u s i o n s to the arcana of the Brie-fe 
Discourse. 
To assert that English music publishing began i t s decline 
with Ravenscroft's Briefe Discourse i s not to hold him personally 
responsible, nor indeed to attribute that sad demise to him i n any 
way. 1614 was our l a s t point of reference and since no "major" 
Eng l i s h theorist separates Ravenscroft from the main objective of 
t h i s discourse, Charles Butler, t h i s would seem to be an opportune 
moment for taking stock. I t was stressed at the very beginning of 
t h i s essay that one of the objectives was to view the the o r e t i c a l 
publications i n t h e i r proper setting, namely against the back-
74. Introduction mod. ed. p. 305« 
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ground of a l l the music published i n t h i s period. To repeat the 
admonition above, there i s no hidden significance behind the date 
To take stock: between 1615 and 1636, the year of Butler's 
Principles, an index of music published i n England provides 170 
items which have survived. Of t h i s number 1*+6 items can be 
cl a s s i f i e d under the comprehensive, i f at times loose, heading, 
Psalms. In t h i s group are included non-Steirnhold & Hopkins 
psalters and other works with "psalms" i n t h e i r t i t l e . This 
leaves us with the princely' t o t a l of 2.h items, approximately one 
per year, v/hich can be considered to be what we now refer to as 
secular music. A similar set of figures abstracted from the above 
t o t a l s for the years 163O-36 inclusive, shows a balance of 61 
psalms and 5 non-psalms. A glance at the t i t l e s of the l a t t e r 
group may help to give point to the issue. 
1. Motets... Peerson. 163O. 
2. Gibbons Fantazies @ I I I [T63oj 7 5 
3. 3 p t . Canzonets - Morley 1631 (A r e p r i n t ) 
k. A Brief and Short Introduction - Bevin, 1631. 
5. Madrigals & Ayres - Porter, 1632. 
No corroborative evidence i n support of Professor Pattison's 
76 
assertion has been found. Thurston Dart has convincingly 
demonstrated that the f i r s t e d i tion belongs to c 1620; and another 
e d i t i o n , without imprint does e x i s t , at Glasgow. Professor Dart's 
75. Bruce Pattison: "Notes on Early Music P r i n t i n g " Library *fth 
series Vol. x i x No. pp. 389 - ^21. 
76. "Printed Fantasiesof Orlando Gibbons" M&L XXXVII (1956) 
pp. 3^2 - 3^9. 
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a r t i c l e i s concerned only with the e d i t i o princeps. Ue have then, 
i n our l i s t , one item which i s a r e p r i n t , and one of doubtful 
authenticity, leaving 3 items to document the course of secular 
music i n England. I t was thus a pardonable error on the part of 
whoever considered us a community of psalm-roaring saints! 
Extension of our l i s t to 1650 would produce even more depressing 
reading, so much so that the d e t a i l s s h a l l remain undisclosed. 
Nevertheless, the paucity of musical publications before Playford 
(but a f t e r 1636) accounts f o r some wild statements; t h i s i s but 
one example. Writing of the year 1651, when he assumes (wrongly) 
Playford issued h i s f i r s t musical work Dr. Percy M. Young ventures: 
"Nothing had been published i n England since Child's Psalmes of 
77 
1639" • 28 editions of the Psalms alone survive: Barnard's 
inestimable F i r s t Book... Church Music, 16M, Sandys & Lawes, 
1648 etc. Nothing? Dr. Young provides us with a d e l i g h t f u l piece 
of evidence which must surely confirm once and (fiSr- a l l that 
Playford was the "father" of English music publishing: he 
78 
published Deeringfs Cantica Sacra i n 1622: t h i s was i n fact 
before he was born! This book abounds i n errors of f a c t , such as 
dates, most of which seem to be d i r e c t l y a t t r i b u t a b l e to "Grove": 
s t i l l , i t i s not too much to ask, that the intending chronicler 
of B r i t i s h music check hi s d e t a i l s . 
The twenty years between I63O and 1650 have been v i r t u a l l y 
ignored by the writers of English musical h i s t o r y , and where they 
have not actually been swept under the carpet, we have been led 
77. History of B r i t i s h Music, 1967i p. 22k. 
78. History of B r i t i s h Music, p. 207. 
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to believe that the country, basking i n the fading-splendour of 
the Golden Age, was biding i t s time, waiting f o r Henry PurceH 
or John Playford or both, while that master of instrumental 
composition, John Jenkins, becomes "the most important composer 
79 
of the t r a n s i t i o n a l period". When w i l l we see the l a s t of that 
painful expression? A l l ages are t r a n s i t i o n a l . The c l a s s i f i c a t i o n 
of people and a r t i s t i c movements into manufactured pigeon holes 
is. well known and i t s usefulness approved, but at i t s very best 
the idea i s only a reasonably effective generalisation. As soon 
as the guide-lines begin to be l i n e s of demarcation they ought to 
be thrown out, and, i f necessary, a new set l a i d down. How often 
do we see Orlando Gibbons described as the l a s t of the Tudor 
composers, even by reputable authorities? Who can honestly say 
that he i s so free from conditioning that he does not think of 
Elizabeth I when someone casually says Shakespeare? What on earth 
i s a book l i k e Deering's Cantica Sacra, 1662, doing i n a 
Bibliography of "Printed Tudor and Jacobean music and musical 
tre a t i s e s " or why indeed i s such a bibliography appended to a book-
80 
e n t i t l e d "Elizabethan Music and Musical Criticism"? I f monarch 
chasing i s fraught with danger, instrument-chasing would appear 
to be an equally inept occupation, p a r t i c u l a r l y so i f i t leads to 
the following. "The seal was set on the respectability of the 
v i o l i n musical c i r c l e s by the issue i n 1659 of Simpson's 
comprehensive Division V i o l i s t , a work which contains the f i n e s t 
of Simpson's variations... The Division V i o l i s t was reprinted 
79. i b i d , p. 215. 
80. Boyd op.cit. 
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i n 1667, and again i n 1712" There i s nowhere any reference to 
"the r e s p e c t a b i l i t y of v i o l " being a subject f o r debate; the 
"musical c i r c l e s " i s surely redundant, unless our author imagines 
that the v i o l had long been admired only as a piece of f u r n i t u r e , 
or as a repository for the "metqphysical tobacco"; the Diyiabn 
V i o l i s t was never, so f a r as we know, reprinted. 
I t was issued at least twice, but d i f f e r i n g only i n t i t l e -
page, i n 1659* (One issue reads W. Godbid: the other W. Godbid 
for John Playford: Copies of both i n B.M.) By 1665 i t had been 
translated and appeared as Chelys... The Division V i o l i n Latin 
and English. As such i t was reprinted i n 1667 and 1712. 
82 
When Percy Scholes was p a t i e n t l y and convincingly 
demolishing the myth of the c r i p p l i n g influence which the Puritan 
ascendancy i n England exerted on music, he l a i d the blame for the 
o r i g i n a l conception of t h i s idea squarely on the shoulders of 
Burney and Hawkins, particularly Hawkins who was f i r s t to publish. 
Having destroyed what had long been an entrancing tale which had 
yielded magnificent copy to generations of social commentators 
and historians, a l l he could put i n i t s place was the nover-to-be 
doubted, but d u l l t r u t h that a l l art-forms reach an apogee and decline. 
Although i t i s no i n t e g r a l part of our immediate objective, 
(namely to cast a surveying eye over the musical theorists of the 
period), to delve too deeply into the social h i s t o r y of England ' 
i n the f i r s t h alf of the seventeenth century, and Dr. Scholes 
assembled a disarming amount of evidence to r e j e c t Burney and 
81. Young, op. c i t . p. 219. 
82. Puritans and Music... re p r i n t 1962. 
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Hawkins, i t i s j u s t possible that h i s main thesis i s in-capable 
of Standing up to close scrutiny. 
To a greater or lesser degree, a l l subsequent historians 
of the music of seventeenth century England, have been nose-led 
by Dr. Scholes' published findings. I t w i l l be remembered that 
Scholes was not propounding an o r i g i n a l thesis but one f i r s t set 
out by Henry Davey^. Our one social h i s t o r i a n ^ derives h i s 
sociology of the Puritan era almost exclusively from Scholes; 
O r 
E.H. Meyer advances Scholes 1 testimony; a more recent author, 
86 
John Harley i n paying that "the domestic practice of music had 
suffered l i t t l e i n t e r r u p t i o n during the Commonwealth...", simply 
underlines the continued presence of music i n the home; f i n a l l y 
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Sir Jack Westrup refers his readers to Scholes book and himself 
summarises the Puritan prohibitions as "profane music on the 
Sabbath, organs and choirs i n churches, and stage plays". A l l 
these historians produce what seems at f i r s t sight the i r r e f u t a b l e 
evidence of the a c t i v i t y of John Playford and the works which he 
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published i n the decade leading up to 1660. Sir Jack Westrup 
i s quite adamant on t h i s p o i n t i "There had been very l i t t l e 
actual publication of music under Charles I (the energy of the 
publishers of the madrigalian era was e x t i n c t ) , but i n the ten 
years from 1650-60, a great number of works issued from the press; 
and indeed, we may f i t l y date the never-ceasing stream of English 
83. History of English Music, l895-2n3 ed. 1921. 
84. A Social History of English Music E.D. Mackerness, 1964, pp. 77-
85. English Chamber Music, 1951. pp. 201 - 3. 
86. Music i n Purcell's London, 1968 pp. 56-57* 
87. History of Music i n England, [rev. edT] 1952. pp. 153-4. 
88. op. c i t . p. 154. L J 
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music publications from the Commonwealth". Let us ju s t test t h i s 
evidence to see how conclusive i t r e a l l y i s : f i r s t , had the 
energy been extinct there would have no music published; second, 
i t was i n fact a p r i n t e r from the madMg^iliani era who printed the 
works of Filmer, Peerson, Morley, Porter, and East, namely 
William Stansby; t h i r d , since publication of music i s not l i m i t e d 
to any p a r t i c u l a r kind, Professor Westrup, one assumes, includes 
a l l published music. The effective 'reign* of Charles I being 
1625-4-2, the t o t a l surviving copies of t h i s period stands at 
around 137 items, of which 126 are some or other variety of Psalms. 
The f i r s t decade of Playford, 1650-60 which Professor Westrup 
instances as one of "numerous" publications, provides about 40 
items. Even i f we are generous and allow that Professor Westrup 
does not include Psalms i n his reckoning, the sccare would then be 
King Charles 10, Playford 30, which does not j u s t i f y separation 
in t o "very l i t t l e " and "numerous". ^The 1907 ed. of Walker used 
to give 1653 as the date of 1st ed. of Playford's Introduction; 
the 1952 e d i t i o n quoted above gives 1655; the r e a l date on the 
copy i s 1654!~| 
I t has s t i l l to be defined j u s t how i t was that Scholes 
misled subsequent historians. A l l his evidence of published works 
dsi centre^ on Playford and the decade 1651-60: where i s h i s 
evidence of that other decade, 1642-51? The Puritans were i n 
effective control i n the e a r l i e r period, and controlled a l l presses 
apart from the one at Oxford. Would he have us believe that 
Puritan supremacy was only apparent a f t e r Charles I was shortened 
by a head? or that the long Parliament waB pursuing Charles' 
policy? He does not mention that the party v/hich abolished the 
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Court of Star Chamber - and thereby the control of the presses 
which Laud had established i n 1637 - rushed to erect i t s own 
defences i n June 1643, thereby occasioning the outburst from 
Milton, Areopagitica. Only one piece o f music survives from the 
period 1642 - 49, (apart from 25 Psalm-books) and that was a 
re p r i n t o f the engraved Parthenia,1646. Doubtless the times 
were not favourable, but they were s u f f i c i e n t l y p r o p i t i t i o u s to 
produce Psalm books. 
Secondly the evidence i s centred e n t i r e l y on the industry 
and business acumen of one man, John Playford, who provided a l l 
the music for these j o v i a l Puritans. ThiB one man theory i s not 
s t r i c t l y true, but i t i s what Scholes proposed. I t i s hardly 
evidence of a general trend. 
Thirdly we are encouraged to believe that Cromwell and Bunyan, 
Col. Hutchinson and the many others enjoyed music, but we f i n d 
no evidence of these i l l u s t r i o u s gentlemen indulging i n the saucier 
episodes of Playford's Catch that catch can 1652, which i n c i d e n t a l l y 
are nowhere very saucy. Nor do we discover any evidence that they 
entertained themselves with secular vocal music. There i s ample 
evidence of the enjoyment of instrumental music; psalm singing 
both public and private and was popular; dancing was tolerated. 
One question should be put to a l l those who would have us believe 
that the Puritans gave active encouragement to music, excepting 
only music for s k i l l e d choral resources. Did they encourage a l l 
types o f music? And the answer w i l l be a very decided negative, 
since there i s no shred of evidence that they encouraged secular 
song. 
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The objective o f t h i s rather lengthy digression has been 
not to condemn the findings o f Dr. Scholes as untrue, but simply 
to point out that the s i t u a t i o n i s not as clear cut as he would 
have had us believe. I n conclusion, one must a f f i r m that the 
subject o f the effects o f Puritanism on English music i s s t i l l 
89 
open to debate. 
The length of time which separates the appearance o f 
Ravenscroft's Briefe Discourse from Charles Butler's Principles 
sparked o f f the preceding discussion on the state of English music 
publishing. One other the o r e t i c a l t r e a t i s e , intervenes; the 
Br i e f and Short Introduction... of Eil/way Bevin, the organist of 
B r i s t o l Cathedral, published by Young i n 1631. I t s t i t l e page 
outlines an impressive work..."of the Art of Musicke, to teach 
how to make Discant, of a l l proportions that are i n use; very 
necessary for a l l such as are desirous to attaine to knowledge i n 
the Art; and may be practice, i f they can sing, soone be able to 
compose three, foure, and five parts; and also to compose a l l 
sorts of Canons that are usuall, by these directions o f two or 
three parts i n one, upon the plain-song". The work i t s e l f does 
not l i v e up to i t s expressed intentions since the pedagogical 
content i s minimal. Bevin assumes that the B r i e f and Short 
Introduction he has promised us i s not r e a l l y necessary, since 
89. The following a r t i c l e s deal with the practice of music i n the 
period. 
"Music as a Social force..." Bessie GLADDING Muse. Qu Oct. 1929 
pp. 506-21. 
"Music i n England during the Commonwealth" Jeffrey PDLVEB. 
Acta Mus. VI fasc. IV (1935) 169-81. 
"Domestic Music under the Stuarts" J.A. WESTRUP P.R.M.A. 
1942. pp. 19 - 53-
"Amateurs i n 17th Century England" " MMR LXIX No. 811, 
(1936) pp. 257-63. ~ 
A l l represent the Davey/Scholes l i n e o f thought outlined above 
and which I question as a j u s t estimate; the t h i r d of these 
a r t i c l e s i s an excellent exposition of the subject. 
he deals with concords and discords i n one page and f a i r l y races 
through proportions (which he never defines) giving musical 
examples and t i t l e s only. The whole book i s possibly an excuse 
fo r e x h ibiting the old master's wonderfully resourceful canonic 
technique: some of the examples are extra-ordinarily complex. 
I t i s d i f f i c u l t to see how the book could have been of much benefit 
except to those who had no need f o r i t , i n the sense that most of 
the examples are finished products and there does not appear to 
be any basic i n s t r u c t i o n a l procedure, to encourage the student 
to follow the master's example. I t i s i n the respected English 
t r a d i t i o n of presenting to the musical public an a r t i s t i c tour de 
force. John Farmer, i n 1591> had done the same thing and Byrd 
and Waterhouse must have intended publishing t h e i r canons as the 
copy was entered and approved fo r publication i n 1603 as Medulla 
Musicke, 
This brings us to Charles Butler•s Principles of Musik... 
1636. I t i s not proposed to review t h i s book here, since i t i s 
f u l l y examined i n a separate chapter, apart from saying that i t 
i s i n the t r a d i t i o n of Morley, insofar as i t i s a learned book, 
and set out to deliver instructions to cover the rudiments of 
music and basic compositional technique. I n addition to these 
objectives Butler also included a Second Book which i s concerned 
with proving the "usefulness" of music. None of the other 
theorists had been involved i n surveying t h i s aspect of musical 
i n s t r u c t i o n and t h i s makes The Principles a text of unique interest 
After Butler no one made any e f f o r t to produce a theoretical 
t r e a t i s e t i l l Playford's Introduction... appeared i n 1654. I t 
i s one of those happy co-incidences much beloved of musical 
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historians that one of the e a r l i e s t of a l l his publications, 
A Musicall Banquet... 1651, contains with i n i t s pages the seeds 
of i t s author's l a t e r success. [The unique perfect copy of t h i s 
book i s i n the Bodleian Library: Huntington Library, California 
has the only other survivor but i t i s defective JJ Divided into 
three sections, Lessons for L i r a V i o l , dances for treble and bass, 
and rounds and catches for three voices, the whole1 preceded by 
some rules and directions to learn to sing, t h i s book sums up 
Playford's career at i t s - , very outset, since a l l three main 
sections and the rules grew int o important books i n t h e i r own-right. 
Playford's Introduction, 1654, grew out of the rules and 
directions at the beginning of A Musicall Banquet. The development 
and h i s t o r y of t h i s , the most important t r e a t i s e of the seventeenth 
century, has been well traced and published by L.M. R u f f . ^ | l h i s 
a r t i c l e forms part of a Nottingham University thesis for Ph.D., 
1962, which I was privileged to be allowed to consult when I was 
f i r s t surveying t h i s period, but only on the s t r i c t understanding, 
that I was to copy nothing since the thesis was being revised by 
Dr. RuffTj Of a l l the theoretical treatises published i n the 
seventeenth century - that i s , of course, of those which are 
comparable i n scope - t h i s one i s easily the poorest, and yet, one 
has no hesitation i n repeating the e a r l i e r statement, that i t i s 
the most important. With 19 (numbered) editions between 1654 and 
1730 and including among i t s foster-fathers Campaan, Simpson, 
Playford himself, and Henry Purcell, i t easily outsold a l l i t s 
r i v a l s , to become the most popular theoretical work: but i t s 
90. The Consort, No. 22, 1965, pp. 36 - 48. 
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importance l i e s i n the way i n which the receipe was endlessly 
varied to provide suitable musical fare f o r about three generations 
of England's musical amateurs. 
A complete record of the many editions of the Introduction,• 
both numbered and un-numbered appears i n the check-list. Dr. Ruff 
has admirably documented the progress of the book, and i n 
par t i c u l a r has gone to great pains to discuss jus t what part 
Playford himself played i n the w r i t i n g of the book, notably of the 
1683 edition which f i r s t discarded Campian's t r e a t i s e . I t would 
be both tedious and unnecessary to repeat here the story so well 
t o l d i n Dr. Ruff's published a r t i c l e . I n the main one can support 
almost a l l her conclusions, and would beg to disagree only on 
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some quite small matters. She states that Playford i n his f i r s t 
e d i t i o n "clearly used" the Pathway to Musicke... and Morley's 
Introduction of 1597* The use of the former would be very d i f f i c u l t 
to substantiate and for the l a t t e r the date 16C$ i s given by 
Playford, i . e . he used the Lownes 2nd edi t i o n - a very m'&nor point. 
|piayford also gives the date 1663 f o r Butler, which i s obviously 
H 92 
a typographical error. I Later, speaking of the 2nd edition 
Dr. Ruff notes that the Preface."refers to musical legends...: 
these passages probably amounted to Playford's t o t a l knowledge of 
the history of music..." The passage to which she refers i s 
' l i f t e d ' wholesale from Butler. 
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Further on i n t h i s a r t i c l e our author declares that 
"Playford was the only music publisher at t h i s time": doubtless 
91. op. c i t . p. 37. 
92. " p. 38. 
93. 11 P. 39. 
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the word "regular" or i t s equivalent i s missing here. Humphrey 
Moseley (Gamble's Ayrs & Dialogues 1657) John Martin and James 
Allestrey (Psalterium Carolinum 1657 and 1660) and Nathaniel 
Ekin (Gamble's Ayres & Dialogues 1659) issued music. On the same 
page the 1658 e d i t i o n i s correctly described as a new e d i t i o n 
but then as a new "impression": i t was o f course a new e d i t i o n . 
Impression as a bibliographical term s i g n i f i e s (at least i n 
early books) the t o t a l number of copies printed without removing 
type from the press: i n most cases type would be immediately 
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r e - d i s t r i b u t e d . Again printers and t h e i r trade give trouble. 
W i l l Godbid i s described as Playford's p r i n t e r 1654 - 74, 
whereas Godbid f i r s t printed for Playford i n 1656, The L i t t l e 
Consort o f Matthew Locke, and his l a s t recorded work i s the 2nd 
Edition o f Apollo's Banquet, 1678. Later Miss Ruff speaks of 
Godbid as a p r i n t e r whose constant endeavour i t was to make the 
Introduction more a t t r a c t i v e , "setting up pages i n new type and 
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lay-out even though the text remained un-altered" . This of 
course would be as much o f necessity as of design: the only way 
i n which Godbid would have been able to produce the "next e d i t i o n " 
would have involved s e t t i n g up new type: he cer t a i n l y would not 
have been able to keep an edition locked-up i n type waiting t i l l 
i t was needed, and stereo typography was nbtr-then invented. 
Following immediately, Miss Ruff opines: " I t i s r e a l l y remarkable 
that w i l l a l l the craftmanship that went into t h i s booklet, with 
i t s tooled-leather cover, i t never cost more than two s h i l l i n g s . . . " 
94. op. c i t . p. 40 
95« op. c i t . p 40. 
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This of course i s nonsense! There i s no evidence to support 
t h i s wild opinion, or indeed even to suggest that Playford ever 
offered a new book bound i n tooled-leather. Certainly the price 
of the Introduction so far as we can discover (Playford did not 
always give priced l i s t s of h i s publications) does not appear to 
have gone above 2 s h i l l i n g s , but to have presented the book i n 
tooled-leather at that price would have earned him an even more 
affectionate epithet than "honest John", and would probably have 
made the f i r s t e d i tion his l a s t . 
Dr. Ruff devotes a large section of nor a r t i c l e to a 
consideration of the 1683 edition of the Introduction, which the 
publisher re-wrote, having cast aside Campian's work which had been 
i n one form or another stable-mate to the Introduction since 1655* 
In view of the fact that Playford e x p l i c i t l y states that the work 
i s not his own Dr. Ruff sets herself the unenviable task of 
indentifying the various authors who "contributed". She performs 
t h i s detective work with great s k i l l , but occasionally goes a 
l i t t l e too f a r i n her zeal towards inden t i f y i n g musical examples, 
and does not s u f f i c i e n t l y distinguish between what is. one man's 
par t i c u l a r and individual contribution to the corpus of English 
theory and what was the common property of the era. In her table 
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of Subject Matter and Sources for t h i s edition of the Introduction 
frequent reference i s made to Coperario's "Rules how to Compose", 
a manuscript t r e a t i s e of the early part of the century, now 
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domiciled i n the Huntington Library. The date of the t r e a t i s e has 
been set at c. 1610 by Bukofzer. I have not seen the facsimile 
96. op. c i t . pp. 43 - ¥f. 
97. facs. ed. by Bukofzer, 1952, 
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e d i t i o n , which I understand has a very good introduction penned 
by Bukofzer, but I do have a microfilm Copy of the o r i g i n a l M.S. 
The s i m i l a r i t y of the early f o l i o s to Campian's treat i s e i s very 
close and a more detailed investigation may y i e l d dividends but 
I have not had time to pursue t h i s l i n e of enquiryfj One must 
surely doubt that t h i s M.S. t r e a t i s e exerted such a strong 
influence on Playford's revision as Dr. Ruff's "table" suggests. 
The reader w i l l r e c a l l that t h i s discussion involves Playford's 
revision of 1683 only. Dr. P.M. Young cites Dr. Ruff's a r t i c l e , 
having appended a l i s t of Playford's sources, presumably gathered 
from her a r t i c l e . He, of course, i s speaking of the f i r s t 
e d i t i o n , 1654, so the "Source material" i s abbreviated. As 
stated above, the f i r s t e d i tion makes use of Morley, Butler and 
Campian, and not as Dr. Young leads us to believe Coperardp , 
Ornithoparcus, Campian, Bevin and Butler. 
He would have been well advised to read the a r t i c l e himself 
instead of simply recommending i t to h i s readers. Two American 
doctoral dissertations have been w r i t t e n around Playford, the 
f i r s t by Ramon Meyer and the other by Russell Nelson.^ The 
f i r s t of these i s concerned exclusively with Playford's Introduction 
and contains a gross number of factual errors i n addition to 
some very light-weight scholarship. The second i s prim a r i l y 
interested i n Playford as the provider of music f o r amateurs and 
i s of a much higher order, though not wholly free from factual 
error, 
98. op. c i t . p. 224. n. 2. 
QQ Mever* 1961 
z. ' Z.rn Both available through '0. Microfilms, Michigan Nelson: l y e U.S.A. 
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The f i n a l point of disagreement with Dr. Ruff concerns her 
statement^^ that the 1724 edition of the Introduction was the 
f i r s t to employ the 'new-ty'd note' (which f i r s t appeared i n 
England i n 1687 i n Vinculum Societatis - hence vinculum, a t i e ) 
The 1703, 1713 and 1718 editions a l l boast on t h e i r title-pages 
that they are "done on the new Ty'd note", and are so l i s t e d i n 
101 
Day and Murrie . Even the e d i t i o n of 1700, which makes no 
mention of the.technique on i t s t i t l e page i s printed "on the new 
ty'd note", [copy i n Durham CathedralTJ 
Christopher Simpson i s the next t h e o r i s t to claim a l i t t l e 
of our a t t e n t i o n , and i n i t i a l l y he presents a somewhat bewildering 
aspect to anyone concerned with the seventeenth century t h e o r i s t , 
since h i s name has a habit of turning up i n so many places. The 
problem, however, i s soon reduced i f we are careful to distinguish 
his two separate functions, f i r s t as an "editor" i n the sense that 
he supplied h i s own annotations to Playford's introduction, and 
secondly as an author of two very successful books, the f i r s t 
o r i g i n a l l y styled The Division V i o l i s t , 1659 and the others 
The Principles of Practical Musick, 1665. His annotations i n . -
Playford's Introduction f i r s t appeared i n 1655 and formed a 
regular 1feature there as f a r as the 1679 e d i t i o n . We have already 
noticed something of the history of his own books: the Division 
V i o l i s t became the Division V i o l and was provided with a p a r a l l e l 
Latin text f o r i t s second edition i n 1665; 166? saw another issue, 
with changed date but s t i l l marked 2nd e d i t i o n ; a t h i r d e d i t i o n , 
along the same li n e s was issued i n 1712. The Principles of 
100. op. c i t . §.48. 
101. English Song Books 1651 - 1702: 1940. 
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Practical Musick was the beginnings of the more famous Compendium 
which f i r s t appeared i n 1667. A t h i r d e d i tion came out i n 1678 
and a fourth i n 1706. ^Subsequent editions are recorded fo r 1714, 
1722, 1727, 1732 and {2 7 75] , the underlined date being recorded 
i n Grove but not i n B.M. Catalogue, which two authorities also 
seem to be locked i n mortal combat over the numbering, while 
agreeing that there were 9 editions i n all,T| 
A common-sense in t e r p r e t a t i o n of a l l t h i s d e t a i l would lead 
us to believe that Simpson served hi s time on Playford's 
Introduction before breaking out to write h i s own master-piece, 
The Division V i o l i s t ; ( t h e r e i s unanimous praise f o r his exocutatent 
a b i l i t y on the instrument) that part two of that book suggested 
the Principles, and t h i s by turn grew i n t o the Compendium. An 
examination of the books, however, requires some modification of 
the arm-chair i n t e r p r e t a t i o n and reveals that Principles was 
o r i g i n a l l y conceived as a l i t t l e introduction to Part I I of the 
Division V i c - l i s t , which,being directed almost exclusively to 
exponents on that instrument, does pre-suppose that the rudiments 
have already been assirailitated. (Part Two of the Division 
V i o l i s t treats of i n t e r v a l s , concords, discords, etc. which are 
obviously of supreme importance f o r a player of d i v i s i o n s ) . I t 
i s probable that readers of the Division V i o l i s t l i k e d h i s style 
of exposition and asked f o r rather more help with the fundamentals. 
The Compendium i n fact unites a f a i r selection of Simpson's theory 
inside one cover. The Principles, very l i t t l e changed, constitutes 
the f i r s t book of f i v e : the Second Part of the Division V i o l i s t 
forms the basis of Book Two. A glance at the t i t l e s of the f i v e 
parts w i l l present a good idea of the ground Simpson seeks to cover. 
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1. The Rudiments of Song. 
2. The P r i n c i p l e s of Composition. 
3. The Use of Discords. 
k. The Form of Figiirate Discant. 
5. The contrivance of Canon. 
The Compendium thus forms a good general introduction to the 
rudiments of music and basic compositional technique and was by 
i t s very nature i n open competition with Playford, who, i t w i l l 
be r e c a l l e d , was s t i l l publishing Simpson's annotations to 
Campion's t r e a t i s e as part of the Introduction. 
Playford was involved i n at l e a s t part of the f i r s t issue 
of Simpson's Division V i o l i s t i n 1659* i n f a c t , there must have 
been two issues since two different t i t l e s are extant, one of 
which c i t e s Playford i n the s e l l e r ' s position, i . e . 'IPrinted by 
William GoHbid and sold by John Playford..." (B.M. HtwsGii I . 553) 
and the other which states "Printed by William Godbid 1659"-
(B.M. K . 1 . i . 11.(1)) I n view of the close association between 
Playford and Simpson i t seems reasonable to suppose that the 
issue involving Playford was the f i r s t and that a f t e r the success 
of that issue Simpson chose to go h i s own way. Be that as i t may, 
a l l the other publications which bear Simpson's name were published 
by Henry Brome at the Gun i n Ivy Lane up to and including 1678, 
and a l l but the l a s t , the Compendium of 1678,1/ere printed by 
Godbid. Qirove and B.M. Cat. here are again at odds: Grove says 
1678 Compendium was printed by Godbid for Henry Brgme. B.M. Cat. 
says " " Henry Brome for M*C: 
the copy consulted at the Bodleian says M.C. (presumably Mary 
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Clark who succeeded to her l a t e husband Andrew's business, and 
i s known to have printed for Brome) for Henry Brorae. (Savi l e H.*f) 
There i s no suggestion of any enmity between Playford and Simpson 
as both men re f e r t h e i r readers to the other man's books, so i t 
would appear to have been simple common-sense which necessitated 
Playford's declining to be Simpson's publisher. I f John was 
"honest", he was also wise. 
I t has already been stated that- the Compendium covers much 
the same ground as the Introduction and that Simpson was therefore 
i n d i r e c t competition with Playford. Obviously then, i n such a 
situ a t i o n Simpson had to be offering something di f f e r e n t . I t i s 
notoriously dangerous to impute motives to other people's actions 
but i t does not seem too f a n c i f u l to suggest that Simpson had a 
dry run with h i s P r i n c i p l e s i n order to t e s t whether the market 
was wide enough to accommodate both himself and Playford, and 
that, having performed what we^ now dignify as market-research, 
he began the compilation of a more comprehensive work. 
The Compendium i s i n every way a better book than the „ 
Introduction. There i s a homogeneity about Simpson's work which 
i s e n t i r e l y lacking i n Playford. The l a t t e r reads l i k e a 
co l l e c t i o n of borrowed sources i n many places whereas the former 
strSkes one as proceeding naturally from the f r u i t s of r i c h 
p r a c t i c a l experience. I t i s a procedure requiring very l i t t l e 
f a c i l i t y to i s o l a t e the contributions of various authors to 
Playford's Introduction, yet to perform a s i m i l a r analysis on the 
Compendium would prove a deal more d i f f i c u l t . Simpson has 
assimilated h i s sources so completely that h i s writing exudes 
Simpson. 
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The treatment which Simpson gives to the various aspects of 
musical practice shows at once that the book was aimed at a 
rather "better" c l a s s of reader than Playford contemplated. That 
may sound revoltingly pompous but i t i s meant i n the n i c e s t 
possible way. We saw e a r l i e r that Morley, despite h i s avowed 
purpose, makes l i t t l e concession to the student seeking to dabble 
i n music: Butler makes; i f anything, even l e s s . I t . i s no 
disparagement of Playford to say that he bent over backwards to 
reach h i s audience, (although i t i s an inane metaphor) Rather 
i s i t a sign of the times which points out that Playford was 
concerned withaa reading public the very s i z e of which would have 
appeared miraculous to Morley. That Simpson's book should have 
been constantly i n demand i s i n i t s e l f proof that a reasonable 
number of people wanted more than Playford could o f f e r . 
The Compendium, as published i n 1667, i s longer than any 
edition of the Introduction, and the greater lfength provided scope 
for a f u l l e r treatment of musical practice. I f one were forced 
to characterise t h i s book i n a few words, one would describe i t 
as comprehensive, immensely p r a c t i c a l and conservative: comprehensive 
i n that i t t r e a t s of a l l aspects of musical practice, immensely 
p r a c t i c a l i n the manner i n which i t t r e a t s them; conservative i n 
that i t s author clings passionately to a set of t r a d i t i o n a l values, 
imagining them to be v a l i d for a l l e t e r n i t y . His l a s t feature has 
much endeared Simpson to musical commentators from Soger North 
onwards, providing many quotable quotes. 
A dir e c t contrast of comparable editions of these two books 
w i l l best i l l u s t r a t e the points which have been outlined above. 
The l66*f edition of Playford's Introduction has been used for the 
purposes of t h i s comparison simply because i t i s to hand, and 
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indeed i s to a l l intents and purposes the same as the 1667 
edition. (Microfilm of the 1664 edition i s from the copy at 
Harvard, the well-known variant edition which omits FOURTH 
EDITION from i t s t i t l e page and includes Zach Watkins in the 
imprint, furnishing some proof that he and Playford were i n some 
sort of partnership at that time.) 
Playford. 1664 
Preface 2 pages. 
Of music i n general: d i v i n e / c i v i l uses. 13 pages. 
Book I pages 1 - 3 7 
Scales and Gam-ut 
C l i f f s 
Proving of Notes 
Naming Notes 
Tuning the voice 
Tones or tunes of music 
Notes: names, number, proportion 
Rests and Syncopation 
Keeping Time 
Adjuncts 
Short Ayres pp 37 - 42 
Tunes of Psalms pp 42 - 56 
Singing af t e r the I t a l i a n manner 57 - 81 
Book I I pages 81 - 112 
Instructions for Bass-Vtol 
n Treble V i o l i n 
Lessons for Treble V i o l i n 
Book I I I pages 1 - 4-5 
Campian's t r e a t i s e with Simpson's annotations 
Simpson, 1667 
Part I pp 1 - 34 
Scale 
Degrees of Sound 
F l a t & Sharp 
Tuning degrees of sound 
Notes: names & characters 
Ancient moods 
Keeping time 
Driving f f t note 
Odd r e s t s 
T r i p l a tune 
Diminution 
Part 2 pp 35 - 77 
Counterpoint 
I n t e r v a l s 
Concords 
Passage of Concords 
Concerning Key or Tone 
Closes/cadences 
How to frame a Bass 
How to j o i n a Bass to a Treble 
Composition of 3 parts 
" " 4 parts 
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5th & 6th together i n Counterpoint 
Composition i n a Sharp Key 
Transition or Breaiking of a note 
Composition 5/6/7 parts 
2 Basses - Composition i n 8 parts 
Part 3 pages 78 - 109 
Concerning discords 
Discords admitted to music 
Syncopation 
Passage of discords 
Discords, note against note 
Discords i n double t r a n s i t i o n 
Relation Inharmonical 
3 s c a l e s of music 
Greater/lesser semitones 
- Where greater/lesser semitones a r i s e i n the scale of Music 
Part *f pages 110 - 1^ 1 
Figurate descant 
Greek moods & Lat i n tones 
Figurate music i n general 
How to set a Bas6 to a Treble 
How parts pass through one another 
Consecution of ^ ths and 5ths 
Consecution of 3rds and 6ths 
Fugue 
Arsin and Thesin 
Double Fugues 
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How to form a fugue 
Music composition for voices 
Accommodating notes to words 
Music designed for Instruments 
Part 5 pages 1**2 - 177 
Concerning canon 
Canon of 2 parts 
" 3 parts 
" i n unison 
Syncopated/Driving canon 
Canon a note higher/lower 
" r i s i n g and f a l l i n g a note 
Retrograde Canon 
Double descant 
Canon to a p l a i n song proposed 
Catch and Round 
Note f i r s t of a l l the wide-ranging appeal of Playford; 
Rudiments, Ayres, Psalms, a ' l a mode singing, instructions for 
Bass v i o l and v i o l i n , simple t r e a t i s e of counterpoint. Note the 
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number of e a s i l y discernible authors; Butler, Playford, Caccini 
Simpson and Campian. F i n a l l y note the substantial amount of 
music to be played or sung; Ayres, Psalms, lessons. These are a l l 
(but one) of the reasons for h i s success: when we remember that 
102. c.f. a very i n t e r e s t i n g a r t i c l e by Ian Spink: "Playford's 
Directions for Singing..." MMR, July. Aug, 1959 pp. 130-5, 
which suggests that the translator,- of Nuove Musiche, 1602, 
was Walter Porter. 
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the mixture of ingredients was constantly being added to and 
modified to keep abreast of the times, we have the complete 
picture of how to be a commercial success i n the seventeenth 
Gentury. (One wonders why the section devoted to the v i o l i n 
with i t s elementary instructions, rules for graces and "lessons", 
i s not considered to be the e a r l i e s t extant tutor for the v i o l i n ) 
Simpson, i t w i l l be observed, offers a much more substantial 
musical meal. Both in the comprehensiveness of h i s subject matter 
and i n the depth and manner i n which he tre a t s h i s material, i t 
i s immediately obvious that he i s aiming at a more limited 
audience than Playford's, yet at an audience w i l l i n g to explore 
music more deeply and, equally important, capable of deriving 
p r o f i t from t h i s more profound study: i n a nut- s h e l l , directed 
to those of musical a b i l i t y rather than to music-lovers. Roger 
North praises the Compendium, while Pepys buys the Introduction. 
Allowing, then, that comprehensiveness of subject matter, c l a r i t y 
of exposition, and a personal s t y l e of writing are vi r t u e s to be 
sought i n a t r e a t i s e on any subject i n any age, one would 
unreservedly recommend Simpson's Compendium as the best musical 
t r e a t i s e of the seventeenth century. 
In order to consider Simpson's theoretical output at one 
s i t t i n g we have waived the rule of s t r i c t chronology. The next 
work to be examined received i t s one and only edition i n l66*f and 
i s e n t i t l e d Templum Musicum... The f u l l t i t l e goes a long way to 
explaining the motives behind the production of t h i s work. 
Templum Musicum: or the Musical Synopsis, of the learned and 
famous Johannes - Henricus - Alstedlus, being a Compendium of the 
Rudiments both of the Mathematical and P r a c t i c a l part of Mustek: 
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of which subject not any book i s extant i n our English tongue* 
F a i t h f u l l y translated out of L a t i n by John Birckenshaw, Philomath. 
William Godbid for Peter Dring, 1664. The book i s a tr a n s l a t i o n 
of the portion on music i n Alstedt's KLementale Mathematician, 
f i r s t issued at Frankfurt i n 1611. The remark i n the f u l l t i t l e 
quoted above, "of which not any book i s extant in our English 
tongue", would seem a t r i f l e disingenuous i n the l i g h t of the 
English translation of Descartes' Compendium which had appeared 
i n 1653» anid'-which we have not paused to review for some 
unexplained reason. The Descartes' Compendium i s concerned almost 
exclusively with the s c i e n t i f i c part of music and i n no way 
ventures into the realms of p r a c t i c a l i n structions, the study of 
vjhich has been the princ i p l e aim of t h i s background discourse. 
Birckensha's book, however, l i k e the Dowland translation already 
considered, does purport to be an instruction book and i t i s 
therefore proposed to give i t the same treatment which was 
accorded to Dowland. 
Like Dowland's translation of Ornithoparcus, t h i s one i s 
comparatively short, 93 pages i n a l l , but i n a well-packed octavo 
i n marked contrast to Dowland*s sumptuous f o l i o . Birckensha i s 
quite the d u l l e s t author one could hope never to meet, and must 
be i n strong competition for the accolade of worst trans l a t o r . 
This .study of Butler has required a great deal of attention to 
books written i n L a t i n , Colvisiius' Melopoeia, 1592, being only 
the most obvious example. I t i s no exaggeration to state that 
i t i s much easier to read i n L a t i n than to read Birckensha's 
tra n s l a t i o n which i s an utter travesty of what good tra n s l a t i o n 
should be. 
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At the very beginning of the book the translator promises 
us a revelation, "a great l i g h t and discovery of t h i s Art", and 
we read on, spell-bound. Before we have got very much further 
the text drops into a conveniently designed pattern, of precepts 
and r u l e s , the former i n Black Letter.- and the l a t t e r i n Roman. 
"The Subject of Operation i n musick are Things sacred and l i b e r a l . " 
The seventeenth century, almost to a man, seemed to have se t t l e d 
for " e c c l e s i a s t i c a l and c i v i l " , so i t i s obvious that our author 
means to do away with t r a d i t i o n a l terminology, (often, though not 
i n t h i s case, a source of misunderstanding) and to substitute h i s 
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own.Rule 2 provides an a l l too t y p i c a l example: "An harmonical 
song, i s a conciftnous multitude of sounds...." This man makes 
Butler look l i k e Morley's Philomathes, and Simpson l i k e a clodpole, 
but perhaps 'a f u l l e r quotation w i l l prove that these are not 
isolated bad examples. Further into the subject of sounds we come 
across the following.''^ 
"A musical sound i s considered i n respect of h i s quantity 
and signs. The doctrine of that i s called theoretical music, and 
of t h i s signatory. Quantity i s threefold, Longitude, Latitude 
and Crassitude... The Latitude of a musical sound i s that which 
i s discerned i n the tenuous and asperous s p i r i t . The Crassitude 
of a musical sound i s that which i s discerned i n the profundity 
and altitude thereof". And t h i s , of an i n t e r v a l : "The unequal 
sound doth bring forth a distance or an i n t e r v a l of a sonorous 
103. Templum musicum... 166^ p.3* 
10if. " " " p.3. 
105. " " " p.13-
13^ 
crassitude which i s c a l l e d a musical i n t e r v a l " . This, which 
defines a sc a l e : "The s e r i e s of Intension and Remission". After 
a l l t h i s , the t r a d i t i o n a l confusion of English terminology appears 
perfectly l u c i d . Worse, however, i s soon to follow, when our 
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translator buckles down to the subject of i n t e r v a l s . "A 
Musical Dyas, i s that which a r i s e t h from two sounds: consonant 
and harmonical from consonants, and dissonant from dissonants. 
And i t i s more simple, or more compounded. That i s called r a d i c a l , 
t h i s radicated". So the i n t e r v a l C-G i s a consonant r a d i c a l musical 
dyas and the i n t e r v a l C-f i s a dissonant radicated musical 
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dyas. I t ' s so easy, r e a l l y ! Summing up on i n t e r v a l s , we learn 
that "The Simple unison i s the Radix of a l l Consonancy and 
Dissonancy" despite the fact that "vulgarly they imagine that the 
unison doth both consonate and dissonate. But they erre; for the 
unison doth equisonate only..." In conclusion, one more quotation, 
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a personal favourite which tends to epitomise the whole book 
"The Harmonical Tryas i s the root of a l l Harmony that can be 
invented and may be c a l l e d the unitrisonous radix". The main 
clause of t h i s sentence with i t s subject Anglicised (as i s a c t u a l l y 
done elswhere i n the book) has an a i r of authority and i s a fine 
statement of basic musical p r i n c i p l e s , but one can sympathise with 
the non-Latin reader (for whom the book was expressly translated) 
who would not be able to decide whether he should take h i s 
unitrisonous radix to the Queen's Chapel, or rush to plant i t i n 
h i s garden. 
106. Templum musicum... l66*f, p. 21. 
107. " " " p. 
108. op. «it. p. 50. 
109. " "" p. 56. 
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One would be hard-pressed to believe that there would have 
been a large crowd at Peter Dring's in the Poultrey clamouring 
for copies of Templum Musicum, but the book cer t a i n l y has a value. 
This mathematical part i s a good statement of the f a c t s and 
presents some useful information for anyone interested i n 
temperament and the various tunings. Had the book been well-
translated instead of " f a i t h f u l l y translated" i t might well have 
had a future because there wasi.nothing quite l i k e i t available 
i n England. 
The preceding pages have been an attempt to review English 
musical theory of the seventeenth century, using the type and 
s t y l e of Butler's P r i n c i p l e s as a kind of yard-stick and a point 
of reference, i n an endeavour to show j u s t how he f i t s into the 
l i n e of succession from Bathe to Simpson. I t was part of the 
pre-conceived plan that most time and space has been devoted to 
those authors (and t h e i r works) who have been l e a s t explored, 
namely Bathe, the anonymous author of the Pathway, and Campian, 
and that most of the others have been treated cu r s o r i l y , but 
not, one hopes, e n t i r e l y without consideration due to t h e i r 
reputations. By confijaing the l i n e of investigation to one 
tradition, we have, with some regret, neglected dome of the most 
important contributions to English musical theory, Locke's 
Melothesica, 16?3, being the most obvious case i n point, and worth 
fi v e editions of Playford's Introduction or innumerable Pathways. 
Moreover t h i s investigation has completely disregarded several 
incidents i n seventeenth century theory which have an immediate 
appeal, incidents l i k e the Salmon/Locke controversy over the r e a l 
fundamental problems of musical education. S i m i l a r l y we have 
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by-passed a l l the work of the " s c i e n t i f i c " t h e o r i s t s , the 
experiments of William Noble and Thomas Pigot i n Oxford i n 16?3 
which prepared the ground for that other Oxford luminary 
John Wallis who performed work of international significance i n 
the f i e l d of sympathetic vibrations and overtones. And again the 
vast array of instrumental tutors; the imposing l i s t of polemical 
l i t e r a t u r e , mostly turgid parsonical utterances on the exceedingly 
vexed question of music and worship; a l l these have as i t were 
been 'noted' but ignored. I t i s only by detailed examinations of 
t h i s forbidding and many-sided carpus of theory that we can hope 
to see the whole picture of which here we have explored but one 
facet. Then, of course, t h i s whole picture i s only part of bigger 
picture, the music i t s e l f , which i n turn i s part of a s t i l l larger 
one of English l i f e i n the seventeenth century. 
This study has centred around somewhere approaching four 
hundred books, a f a i r proportion of which no longer e x i s t , most 
of which have been seen and consulted, about forty of which have 
been examined closel y , and one which has received the greatest 
attention. These books, which constitute the primary sources, 
have also indicated several cognate aspects of seventeenth century 
English music which are deserving of study; music publishing, 
John Playford and Henry Playford, Puritanism and Music are j u s t 
the most obvious. I t i s probably a s l i g h t exaggeration to 
describe the f i r s t h a l f of the century as t e r r a incognita but 
the period between d620 - 50 can with some j u s t i f i c a t i o n be 
termed "the forgotten-years". (The second h a l f of the century, 
however, the "Age of P u r c e l l " , the public concert, the Royal 
Society, the Restoration etc., has attracted a great deal of 
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attention from scholars of whom S i r Jack Uestrup, Michael 
Tilmouth and F r a n k l i n Zimmerman are only the most renowned. 
Spanning the whole of t h i s century and reaching back vJ&Ll into 
the sixteenth, Thurston Dart stands pre-eminent as a person of 
unquestionable scholarship.) 
The mass of in s t r u c t i o n a l l i t e r a t u r e that has been examined 
contains very l i t t l e of genuine, l a s t i n g importance: Morley and 
Simpson (Division V i o l i s t ) were probably the only books that 
crossed the channel, and we produced no Mersenne, no Praetorius, 
and no Kircher. But a l l t h i s i s not to dftny that these books 
were useful, that they exerted a certain influence, or indeed 
that some were quite s i g n i f i c a n t i n t h e i r day. Cortainly, without 
them our knowledge of English music i n the seventeenth century 
would be inestimably poorer; even i f every single piece of music 
had survived, musical notation being what i t i s , an approximation 
of what the whole ef f e c t should be, we would s t i l l be a long way 
from understanding what can; be ca l l e d the " s o c i a l " aspects of 
music, the who? how? where? v/hen? The books, l i k e the music, 
represent the pr e v a i l i n g fashions of the age and are i n the main 
undeniably t r i v i a l and short-winded yet i t would never do to 
attribute these ' q u a l i t i e s ' indiscriminately to the whole age. 
(The very presence of Milton, Dryden, P u r c e l l , Newton and Locke, 
stands as a constant reminder that such hasty judgement i s 
f o o l i s h ) . The seventeenth century p a r t i c u l a r l y i n i t s l a t t e r 
h a l f was an age which consumed music voraciously. The music i n 
the main v;as of the day and for the day and r i g h t l y died with the 
day, at the l e a s t a temporal blessing bestowed by a benificent god 
for the solace and wholesome recreation of man when h i s dai l y 
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labour was done, at the most a means whereby man could offer h i s 
best endeavours, dressed i n t h e i r Sunday best of 2k v i o l i n s and 
unique choral resources, i n praise and thanks to Almighty God. 
Even so, t h i s i s not the complete story. Professionalism and 
the public concert,.the ever-growing stream of foreign musicians, 
a l l begin to play s i g n i f i c a n t roles i n the l a t t e r h a l f of the 
century and thereby ensure that the country as a whole becomes a 
nation of l i s t e n e r s . 
The s o c i a l history of English music i n the seventeenth 
century has yet to be written but one or two attempts have already 
been made, and these confined exclusively to the l a t t e r half of 
the century where the well-worn tracks are c l e a r l y discernible. 
After a f a i r l y deep study of a limited aspect of the century's 
books and music, i t would appear to be extremely d i f f i c u l t to 
make v a l i d generalisations from a great mass of s p e c i f i c f a c t . 
This, one assumes, i s the hallmark of scholarship, since any fool 
can c o l l e c t f a c t s , and only the scholar can make v a l i d generalisations; 
v a l i d i n the sense that they are based on a careful assimilation 
of a great deal of d e t a i l , and yet generalisations i n the sense 
that they are statements produced by the a b i l i t y to stand-off 
from the minutiae to siSjeL trends developing, and to v i s u a l i s e the 
de t a i l s as part of a whole. On one side of the scholar we have 
the pedant to whom a l l d e t a i l i s s i g n i f i c a n t , and no tree i s part 
of a wood, and on the other side there i s the populariser who 
writes a t t r a c t i v e narrative often on the minimum of factual 
knowledge, and occasionally from sheer ignorance. The d i f f i c u l t y 
of presenting such v a l i d generalisation does not beset a l l authors. 
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A recent writer on music of the Restoration period 110 i n a chapter 
devoted e n t i r e l y to "Experiment and Theory" makes the following 
general observations. 
"Instruction books there had been before; the works of 
Morley and Simpson were well known; now, as was natural, new tastes 
and requirements were reflected in the works of the new writers. 
The desire to perform on the v i o l was replaced by the wi'sh to be 
a v i o l i n i s t : Simpson's Division V i o l i s t might s t i l l be useful -
and indeed Playford set out an edition i n 1685 - but there was a 
need, too, for Lenton's The Gentleman's Diversion, or the V i o l i n 
explained. Locke, along with numerous others, found i t worth while 
to explain the rules of the now popular a r t of playing from a 
thorough bass. The growing favour of the I t a l i a n s t y l e was 
demonstrated i n P u r c e l l ' s 169A revamping of Playford's old 
Introduction to the S k i l l of Music". Only the portion underlined 
i s worthy of any serious attention and for the following very 
sound.reasons. Where the writer i s s p e c i f i c he chooses singularly 
inept examples, backed up by f a l s e f a c t s . Playford was involved 
i n part of the f i r s t edition of Division V i o l i s t , 1659, and the 
work received a second edition in 1665 (and another issue in 1667) 
and a t h i r d i n 1712. The work Playford issued i n 1685 was the 
Division V i o l i n . Nobody i n l i v i n g memory has seen the Gentleman's 
Diversion JT693/4]: but there are extant v i o l i n tutors l i k e 
Nolens Volens, 1695 which could have been ci t e d , or even consulted! 
Who were the "numerous others" on the thorough-bass? One r e c a l l s 
Matteis [1682] but no other i n the seventeenth century. I t i s 
110. Music i n P u r c e l l ' s London, John Harley, 1968. 
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generally accepted that P u r c e l l "revamped" only the l a s t book of 
the Introduction for 169^, and what an exwhple to demonstrate 
"the growing favour of the I t a l i a n s t y l e " I The Division V i o l i s t 
was of course concerned exclusively with the practice of divis i o n s 
on the v i o l a dagamba - which could never have been replaced by 
.the v i o l i n - and did indeed r e t a i n i t s popularity in England for 
many years. 
One more quotation, t h i s time from a man who had made a 
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sincere endeavour to review the sources. 
" I t i s impossible to look over the l i s t of musical t r e a t i s e s 
printed i n England during the middle and l a s t part of the seventeenth 
century, without being impressed by the fac t that the a r t was for 
more than f i f t y years i n a wretched condition. The educational 
t r e a t i s e s were few and almost worthless: and of the composers 
succeeding Orlando Gibbons few are now remembered. The Madrigals 
and Ayres published between 1610 and 163O compare badly with those 
published e a r l i e r , and while the r e s t r i c t i o n s of the puritans were 
i n force, church music can scarcely be said to have shewn any 
v i t a l i t y . The few good masters were Pelham Humphrey, William 
Child, Henry and William Lawes, Matibhew Locke, John Blow and 
Henry P u r c e l l . The polyphonic s t y l e of writing was dying out, 
and harmony was losing i t s v i r i l i t y . The disputes concerning 
Service music were of no service to r e l i g i o n but were t e r r i b l y 
injurious to a r t , while i n whatever way music was associated with 
the pursuits of the common people and the entertainments of the 
wealthy debasement resulted. The seventeenth century saw music 
i n a state of lovmess such as the a r t could scarcely be expected 
111. Andrew Deakin, 1892, p. 30. 
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to survive, a state of lowness which a century and a h a l f of 
struggle has scarcely overcome". 
This i s how we used to apply our sense of h i s t o r i c a l 
perspective at the end of the nineteenth century. One cannot 
argue reasonably i n the face of charges l i k e these. The piece 
i s unmitigated rubbish and teeming with inconsistencies. He 
mentions 8 good masters and we are i n a wretched condition. That 
must be more than we have hvor hadl And what does that b i t about 
harmony mean! 
CHAPTER TWO 
Charles Butler (c 1560 - 16V?) l i f e fe works 
1^3 
CHARLES BUTLER (c 1560 - 164?) 
Most of the standard reference books carry an account of the 
l i f e and work of Charles Butler. I n a l l cases the primary authority 
of Anthony a Wood, the Oxford antiquary, i s readily discernible, 
though not always acknowledged. Wood's account of Butler f i r s t 
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appeared i n Athenae Oxonienses almost h a l f a century a f t e r Butler's 
death and i s given below, to show the f u l l extent of l a t e r authors'-
indebtedness to Wood. 
"CHARLES BUTLER was born a t one of the Wycombs (Great Wycomb 
1 suppose) i n Bucks, entered a Student into Magd H a l l i n the year 15791 
took a Degree i n Arts, and being made one of the Bible Clerks of 
Magd. C o l l was translated thereunto. Soon af t e r , proceeding i n that 
Faculty, he became Master of the Free-School at Basingstoke i n 
Hampshire, where continuing 7 years, with the enjoyment of a Cure of 
a l i t t l e Church c a l l e d Skewpes, was promoted to the Vicaridgg of 
Lawrence-Wotton three miles distant thence, (a poor Preferment God 
wot for such a worthy Scholar), where being s e t t l e d , he wrote and 
published these Books following, which shew him to have been an 
ingenious Man, and well s k i l l e d i n various sorts of Learning... 
He took h i s l a s t farewell of t h i s World on the 29th of March i n 16^7 
and i n that of h i s age 88, or thereabouts ( a f t e r he had been Vicar 
of Wbtton St Lawrence be fore-mention' d *f8 years) and was buried i n 
the Chancel of the Church there", jwood's bibliographical account 
of Butler i s omitted here: a photocopy of Wood's piece on Butler 
appears i n Appendix B, Plate XXV.| 
1. Oxford, 1721 ed. Vol I I , c o l 102. ( F i r s t edition 1691-92, 
at Oxford.) 
1¥* 
One whose account preceded Wood's by t h i r t y years, was Thomas 
2 
F u l l e r , the notable ohurch h i s t o r i a n . P u l l e r included Butler as a 
Hampshire "Worthy" since he was beneficed i n that county and of 
Butler's wide-ranging; i n t e r e s t s he noted: "1 behold these h i s books 
as the receptacle of the leakage and s u p e r f l u i t i e s of h i s study; and 
i t i s nottrespass a grace for one to walk and take a turn i n the 
f i e l d of nature. He was also a pious man, a painful ( i . e . painstaking) 
preacher, and a s o l i d divine..."^ 
( F u l l e r may even have known Butler personally since i t i s quite 
possible that they met when the former was i n Hampshire. Certainly 
F u l l e r was one of the besieged at Basing House, close to Wootton, for 
three years during the C i v i l War, with a galaxy of fioyalist s t a r s , 
including Inigo Jones, Wenceslaus Hollar & William Faithorne). 
The Dictionary of National Biography i s the most frequently 
k 
c i t e d modern source of information on the l i f e and work of Charles 
t 
Butler, and t h i s , i n i t s turn leans heavily on Anthony a Wood: indeed 
the a r t i c l e on Butler adds scarcely a word to Wood's account. Several 
a r t i c l e s have been written on the multifarious a c t i v i t i e s of Charles 
Butler - d e t a i l s of these a r t i c l e s appear i n the bibliography -
but none gives any idea of the enormous a b i l i t y of the man. 
Oblique references to the "homo universalis* 1 and "Renaissance man of 
l e t t e r s " are no substitute for a determined e f f o r t to estimate a man's 
contribution to l i f e . Nor do patronising remarks, l i k e that which 
describes Butler's knowledge of bee-keeping as "at l e a s t adequate"^ 
do the s l i g h t e s t service to the subject of the a r t i c l e : s t i l l l e s s 
do they inspire confidence i n t h e i r author. 
2~. Worthies'of England, 1662 (Modern ed by John Freeman, 1952) 
3 . Worthies, mod. ed. page 215* 
k. A r t i c l e by A.H.B(ullen). 
5. "Charles Butler, Musician, Grammarian & A p i a r i s t " - James Pruett. 
1^5 
At the hands of English musical h i s t o r i a n s a f t e r Burney and 
Hawkins, Butler has not fared well. Davey gives him a l i n e ; Walker 
and Westrup ig£nore him completely; Young grants a share i n a footnote. 
But the strangest omission of a l l concerns the study which i s 
exclusively centred on the music of Butler's time, namely The Puritans 
6 ™ — 
and Music... Here, even i n a bibliography culled from "thousands" 
of sources consulted, Butler's book i s not ci t e d . Moro recently, 
7 
Butler has been accorded a place i n Grove's Dictionary... but t h i s 
piece contains several inaccuracies, wrong dates, and gives a very 
s u p e r f i c i a l survey of "The P r i n c i p l e s . . . " 
Musical h i s t o r i a n s concerned with the wider f i e l d of European 
8 
music may be excused t h e i r disregard of our author. Bukofzer draws 
attention to the expression " c i v i l " use, which he suggests i s "a term 
of the English theorist Butler", but i t i s a term i n use before 
Butler ( i t appears ,in Praise of Musick Dr John Case - 1586) and lorig 
9 
afterwards. The ,New Oxford History of Music recognizes Butler's ' 
existence, i n a footnote", but t h i s i s mainly owing to the author, the 
l a t e Gerald Hayes, having had- a s p e c i a l i n t e r e s t i n Butler. The only 
10 
f u l l length book on Elizabethan Music and Musical C r i t i c i s m has boen 
the subject of many references i n these pages : Dr. Boyd makes many 
c r i t i c i s m s of the P r i n c i p l e s of Musik which are discussed i n a l a t e r 
chapter. He also describes Butler as "music master to the boys of 
11 
the Magdalen College choir school, Oxford" but presents no evidence 
to j u s t i f y t h i s claim which i s nothing more than sheer speculation. 
6. P.A.Scholes 193^ 
7. 5th edition, 1952*-, p l O ^ R(obert) D(oning on) 
8. Music i n the Baroque Era, J.M.Dent, 19^8 p.100 
9. Vol if, p 736 n 3 
10. M.C.Boyd 2nd ed 1962. 
11. M.C.Boyd 2nd ed 1962 p 2^5. 
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Later, the same author offers three dates for the editions of 
Butler's Feminine Monarchic, two of which are wrong. 
The primary concern of t h i s chapter i s the l i f e and work of 
Charles Butler and the P r i n c i p l e s of Musik represents only a single 
aspect of h i s many-sided career. Having already summarised what the 
standard reference books have to offer, t h i s would seem to be an 
opportune moment to review what material r e a l l y e x i s t s for a "biography" 
of Butler, to examiie the genuine documentary evidence and then to 
speculate over the "gaps" i n h i s very f u l l l i f e i n the l i g h t of our 
knowledge of the period i n which he l i v e d , a period which reaches 
from the early days of Elizabeth I to the l a s t days of Charles I . 
The r e s t of t h i s chapter i n devoted to a reconstruction of the 
main events of Butler's l i f e as far as records permit. Most of the 
facts have been available for the best part of twenty years since 
Canon Money did the basic work on the Wootton St Lawrence Registers 
and Churchwardens' Accounts of the period. Canon Money produced a 
pamphlet on Charles Butler, i n collaboration with Dr. H. Malcolm 
Fraser, the noted authority on bees yho had also done some valuable 
work on Butler, and was known to have been preparing -a book about 
him. The pamphlet turned out to be a single folded sheet but i s 
teeming with information apparently unknown to a l l other writers on 
Butler: t h i s pamphlet was published at the time of the Coronation of 
Elizabeth I I i n an effdet to stimulate i n t e r e s t i n Butler to a 
s u f f i c i e n t degree that people would subscribe towards the cost of 
a winded to h i s memory to be placed i n Wbotton church. Another 
gentleman, closely associated with Canon Money and Dr. Fraser i n 
t h i s venture v/as Dr. David Bone, a medical man, poet and bee keeper: 
he too, i s known to have written two essays on Butler, one of which , 
scheduled for publication i n the American journal Bee World,he! 
12. M.C.Boyd 2nd ed. 1962 p.2^6 
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confesses to having t-Jithdrawn, and the second, he recently confirmed, 
has s t i l l not been " f i n a l i s e d " . The l a s t of the quartet of collaborators 
was Gerald Hayes, a name familiar to a l l students of English music 
13 
of the period. Mr. Hayes actually made a broadcast on Charles Butler 
which co-incided with the f e s t i v a l service at Uodbton to commemorate 
14 
the unveiling of the window by the Dean of Winchester i n 1954. A 
photograph of the Coronation window (and a legend of i t ) appear at 
Appendix B, Plate XXVTI, and a copy of Bone's poem for the occasion 
at Plate XXVIII. 
|~SincQ t h i s section was prepared the l i t e r a r y remains of both 
Canon Money and Dr. Eraser have been deposited with the Bee Research 
Association at Gerrard's Cross i n Buckinghamshire, and the Director 
of that Association, Dr. Eva Crane, graciously allowed me complete 
freedom of access to these unpublished manuscripts. A l l the notes for 
Canon Money's valua&ELeL- pamphlet are preserved there and i t i s c l e a r 
that he contributed most of the material for t h i s work, although he 
acknowledged Fraser's assistance. I t i s also evident that Fraser's 
proposed book on Butler never progressed beyond the i n i t i a l stages 
of c o l l e c t i n g t r a n s c r i p t s and xerox copies of h i s booksfj 
At the end of 1970 came the long-promised facsimile of The 
P r i n c i p l e s of Musik from Da Capo Press i n America, announced as 
far back as 1967* The quality of facsimile i s far from perfect with 
several quite d i r t y pages; the l e t t e r i n g , both on Bpine and front 
cover mis-spells Butler's "Musik"; there are no notes or e d i t o r i a l 
matter but there i s an introduction by Professor Gilbert Reaney of 
the University of C a l i f o r n i a at Los Angeles. Professor Reaney r e l i e s 
mainly on D.N.B.for h i s account of Butler's l i f e although mention of 
Butler's book on Consanguinity as a r i s i n g out of the personal 
13. B.B.C. kindly supplied me with a t r a n s c r i p t of Mr. Hayes broadcast. 
14. A photograph of the window appears i n Appendix B, Plate XXVII 
with a legend. 
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experience of M B eon William's marriage shows that Professor Reaney 
has read Canon Honey's pamphlet, despite the omission of any 
acknowledgementI 
There i s extant v i r t u a l l y s u f f i c i e n t source material to warrant 
a f u l l - s c a l e " l i f e " of Charles Butler, but the reader w i l l find that 
the broad picture has been our objective, so he w i l l be spared many 
of the minute d e t a i l s . This chapter has been purged many times i n 
an ef f o r t to paint the f u l l e s t possible picture of Butlers' l i f e and 
times i n the smallest possible space, but i t may well seed that there 
are yet redundant passages v/hich would have been better omittedy 
Certainly there are gaps i n the story: we know v i r t u a l l y nothing of 
Butlers' childhood, nor of "the missing years" between 1583 and T593i 
nor of h i s early ministry i n Hampshire. A l l these gaps have' been 
d i l i g e n t l y explored: a l l have arrived at dead ends, but i n this type 
of research even negative r e s u l t s are valuable since they can put an 
end to some of the f a n c i f u l t a l e s we are accustomed to swallow as hard 
fact. 
The casual reader who has taken the trouble to peruse Money's 
pamphlet before reading the present account w i l l be struck at once by 
the great s i m i l a r i t y of much of the d e t a i l - hardly {surprising i n view 
of the fac* that the primary sources have not changed - but the reader 
prepared to delve more deeply w i l l discover that the interpretation i n 
the present account often deviates from Money's path, and that the 
present account contains a vjealth ofcdetail not known to e a r l i e r writers : 
Money, moreover, records only positive findings, and i s very short on 
background. 
Much of the i n t r i c a t e yet often fascinating documentary evidence 
has been omitted owing to the exigencies of space, as the f i r s t draft 
of t h i s chapter occupied almost one hundred and f i f t y pages. The 
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reader w i l l also find that he i s expected to take i n h i s s t r i d e the 
common h i s t o r i c a l generalisations of the period, Puritan, Laudian, 
Era s t i a n , a l l used without much commentary. Experts may quibble 
endlessly about the v a l i d i t y of such epithets, and i t i s right and 
proper that they should, but at the end of the day we are s t i l l l e f t 
with an i d e n t i f i a b l e body of opinion which can be termed Puritan, or 
with an attitude of mind which can be read i l y described as Laudian -
and so on. The only dangers behind these terms l i e i n th e i r c a r e l e s s 
use or''in the fond imagining that they are i n v i o l a b l e : when these and 
l i k e terms are used i n these pages they have not been used c a r e l e s s l y . 
Butler's l i f e divides e a s i l y and naturally into three quite 
d i s t i n c t phases, each centred on a geographical area; Buckinghamshire, 
Oxford, and Hampshire: not surprisingly the documentary evidence 
increases from very obscure beginnings to quite considerable records of 
hi s l i f e and work i n Hampshire. Anthony a Wood's description of 
Butler as originating from Buckinghamshire, was not a shot i n the 
dark. This was, i n fact, based upon the entry of Butler's matriculation 
at Magdalen College, Oxford, 24 November 1581, which describes him as. 
15 
aged 20 and "pleb" of Bucks. Wood's further testimony that Butler 
belonged to Wycombe ("Great Wycombe, I suppose") seems to be completely 
un-supported by any other evidence, and v i r t u a l l y "contradicted" by 
some of the a v i l a b l e evidence. The f i r s t available o r i g i n a l r e g i s t e r s 
for High Wycombe and West Wycombe begin i n 1612 and 1663 respectively 
and are therefore too la t e for our enquiries. The other p r i n c i p a l 
source of genealogical information, the probate records of the 
Archdeaconry, begin i n 1484 and indicate eight Butlers prior to 
16 
1600, but none i s for the Wycombe area. A prominent l o c a l h i s t o r i a n 
15. Alumni o'xonienses: compiled by Joseph FOSTER, Oxford 1891 
16. Information supplied by County A r c h i v i s t , Bucks. 
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and expert on the Wycombe area also reports that he has never found 
any evidence to connect Butler and Wycombe except for b r i e f notes 
V 17 
i n the l o c a l h i s t o r i e s , a l l based 6:n Anthony a Wood. This one fact -
that Butler appears on the matriculation r e g i s t e r s at Oxford l a t e i n 
1581, aged 20 and at Magdalen College, the son of a commoner from 
Buckinghamshire - appears to be a l l that remains to connect Butler with 
h i s place of b i r t h . 
18 
The h i s t o r i a n of Magdalen College, J.R.Bloxam, l a s t century 
recorded Butler's a r r i v a l i n Oxford i n 1579i i»©» two yearB before 
h i s matriculation, as a Student at Magdalen H a l l . Where Wood'had 
stated that Butler became a Bible Clerk at Magdalen College, Bloxam 
uses the term "one of the Choristers". Foster also describes him as 
a Chorister and gives the dates 1579-85. 
A certain amount of confusion surrounds a very s i g n i f i c a n t date 
given by Bloxam and followed by Canon Money and Dr. Fraser who saw no 
reason to question Bloxam's statement that Butler was 10 at the time 
of h i s matriculation, thereby placing h i s b i r t h around the year 1570. 
20 
A careful check of the surviving records of Oxford University reveals 
that Bloxam i s here i n error and that Butler was aged 20 at h i s 
t 
matriculation thereby dating h i s b i r t h around 1560, as Anthony a 
Wood had e a r l i e r implied. Foster agrees with Wood and gives the correct 
age at matriculation. There i s no definite evidence of where Butler 
studied during h i s years i n Oxford: most authorities agree that he 
entered Magdalen Ha l l and passed on to Magdalen College but documentary 
evidence i s sadly lacking. The A r c h i v i s t of Magdalen College, Dr. 
G.L.Harris, reports that a l l the records of Magdalen Ha l l have 
disappeared, and furthermore, that there i s no record of Butler i n 
17. L e t t e r from L.J.Mayes,,Borough L i b r a r i a n , High Wycombe. 
18. R gister of the Presid nts, Fellows and Demies^-of Saint Mary
Magdalen College, Oxford 1853 Vol I 
19. op s i t 
20. Oxford University Archives S.P.I, p 91 
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the college accounts for 1583 and 1591 ~ the only years which survive 
from the period 1579-93 when Butler was i n Oxford — although the&e 
21 
accounts record a l l the Clerks, Chaplains and Choristers:* Magdalen 
H a l l was not s t r i c t l y part of the college. The t i t l e pages of most 
of Butler's books state "Magd" and some give h i s degree, Master of 
Arts : perhaps i t i s not without some significance that the writer of 
one of the prefatory poems to The P r i n c i p l e s of Musick, i s described 
aB "Hum. Newton. Bac. Mag. Col" while Butler himself i s styled "Magd. 
Master of Arts". Both Bloxam and Foster state that Butler was at 
Magdalen College, but Foster notes that Oxford H i s t o r i c a l Society 
says that Butler graduated B.A. from Magdalen Ha l l : without more 
evidence t h i s problem cannot be solved. 
Butler's choristership at Oxford i s confirmed by Bloxam and 
Foster but i n view of h i s advanced years, and what we know of the 
climate at Magdalen during these years, we should not assume that he 
had any musical duties to perform. B.S.Stanier, an ex-Master of the 
22 
College school, i n h i s excellent history of the foundation, states 
that from 1564 during the period of Puritan domination at Magdalen, 
choristerships were used as exhibitions, i . e . grants for deserving 
students, and no one bothered about the singing. 
The University Archives record that Butler graduated B.A. on 
the s i x t h of February 1583 (84) and that he proceeded Master of Arts 
on the f i r s t of July 1587. There i s good reason to presume that he 
l e f t Oxford i n the f i r s t h a l f of 1593 but nothing i s available to 
suggest j u s t what kept him i n Oxford t i l l that date. Canon Money's 
acceptance of Bloxam*s dating of Butler's b i r t h l e d him to i n f e r that 
21. L e t t e r dated 7 November 1970 
22 Magdalen School, 2nd ed. 1958, pp 94 f f 
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Butler was biding h i s time i n Oxford t i l l he was of age for 
ordination, but we have seen that 'Bloxam made a mistake on t h i s 
23 
date. Foster Watson stated with apparent authority that "Butler 
was Master of Music i n the Song School i n connexion v/ith Magdalen 
College, Oxford..." but there appears to be no evidence to support 
t h i s view : c e r t a i n l y there i s none at Oxford, and R.S.Stanier (already 
24 
quoted) did not find any mention of Butler. Watson, who i n c i d e n t a l l y 
assumed that The P r i n c i p l e s . . . was a school text-book, seems to have 
arrived at these conclusions on purely circumstantial evidence: 
Butler, stated &fi h i s title-page as "Magd"., was known to have held 
a choristership at Magdalen, to have become a schoolmaster i n 
Hampshire and to have written a "musical text-book". This same 
interpretation appears i n tv/o recent American books, although neither 
25 
c r e d i t s Foster Watson with the o r i g i n a l idea. I f there i s no evidence 
to support the theory that Butler was Music Master at Magdalen College 
Song School, i t must also be stated that there i s none to contradict 
i t ; nor i s there the s l i g h t e s t hint of any other employment which he 
may have followed at Oxford during t h i s time, 1587-1593» i f indeed 
he remained there t i l l 1587. 
L i f e at the university during the sixteenth and seventeenth 
26 
centuries has received the close study of at l e a s t one recent author. 
Dr. Kearney demonstrates that Cromwell's abolition of the study of 
canon law and the dissolution of the monasteries (1535-40) had serious 
e f f e c t s on the u n i v e r s i t i e s , but that i n the second h a l f of the 
sixteenth century the everyday teaching v/as s t i l l performed by clergy 
men and theology v/as s t i l l the dominant senior faculty. The 23. The Eng ish Grammar Schools to l660...new impression 1968,pp212-13 
24. L e t t e r dated 18 September 1970; * 
25. Boyd:Elizabethan Music...2nd ed 1962 p 245 
K.C.Carpenter: Music i n the Renaissance U n i v e r s i t i e s 1958,ppl85-6 
26. Hugh Kearney: Scholars and Gentlemen... 1970. 
153 
27 
The expansion of the u n i v e r s i t i e s at that time i s seem to be a 
r e s u l t of the "most important s o c i a l d i s t i n c t i o n i n English L i f e " , 
the d i v i s i o n of society into gentlemen and non-gentlemen: Kearney 
sees the u n i v e r s i t i e s as providing the e a s i e s t and cheapest route up 
the s o c i a l ladder. Throughout the upheaval of the sixteenth century 
the u n i v e r s i t i e s clung to and developed t h e i r medieval function of 
training men for the ministry while the Tudor government kept a 
cloae watch on i t s future clergy, ever more conscious that l o y a l t y 
to the secular power of government and adherence to the orthodox 
tenots of the established church were becoming d i f f i c u l t to separate. 
Butler arrived at Magdalen when the rule of Lawrence Humphrey, 
they^esident, was already well established. His Presidency l a s t e d 
from 1560 to 1589, during which period he was several times Vice-
Chancellor of the University, and one of the most famous Puritan 
divines. Humphrey's t r e a t i s e on education, The Nobles,was issued i n 
1563, and s i g n i f i c a n t l y postulates B i b l i c a l modes of behaviour f i r s t 
and c l a s s i c a l , second, with Christ as the epitome of the gentleman. 
As President of Magdalen he exerted enormous influence i n h i s college 
and i t was i n no small measure due to h i s influence that the number 
of students at Magdalen rose remarkably during the Elizabethan era. 
Dr. Kearney sees the whole of Oxford under Humphrey's influence 
during t h i s period, so Butler, a non-singing chorister, was educated 
at one of Oxford's most Puritan colleges under a leading Puritan 
divine. 
Bloxam records that Butler resigned h i s Choristership at 
Magdalen i n 1585- Our next documentary evidence i s a note dated i n 
May 1593 at Oxford, i n which Butler bids farewell to Thomas Pygot, 
Knight, to make h i s way to Hampshire. 
27* dpVcifc P a 6 e 26. This section owes much to Dr. Kearney's book. 
This note i s the l a s t part of the E p i s t l e Dedicatory of h i s e a r l i e s t 
surviving book, Rameae Rhetoricae L i b r i Duo i n usum scholarum, 
published by Joseph Barnes at Oxford i n 1597, and of which the B r i t i s h 
Museum posesses an apparently unique copy. The e p i s t l e i s written 
to Thomas Pygot, Knight and i s dated 1593 '• i t i s written i n L a t i n 
and couched i n the deferential terms t y p i c a l of contemporary 
dedications. For our purpose, the l a s t sentence i s perhaps the most 
important: i t reads: "Faxit Deus opt. max teque t u i s , tuosque t i b i 
& utrpsque s i b i incolumes diu conservet. Vale Oxon. 5 Nonas Maii 
1593"• An armigerous family by the name of Pigot or Pygot i s recorded 
28 
i n The V i s i t a t i o n of the County of -Buckingham, 1634, and t h i s 
dedication i n Butler's f i r s t book lends added weight to the suggestion 
made by Wood and others that Butler came from Buckinghamshire. Indeed 
i n view of the chpristership for deserving students mentioned by 
Stanier as common practice at t h i s time, the connection with the 
Pygot family i n Bucks, and the knowledge that Butler i s described i n 
the University Registers as "pleb", i t would be reasonable to assume 
that the Pygot family were responsible for Butler's attendance at 
Oxford. 
No d e t a i l s of Butler's ordination have yet come to l i g h t . 
Available records at Oxford and Winchester have been checked but 
they provide no information. Lincoln, too, the diocese which of 
course included a large section of Buckinghamshire, holds no 
information on t h i s point. I n the case of Lincoln, the r e g i s t e r s of 
Bishop Wickham (1584-95) have not survived: at Winchester there are 
no r e g i s t e r s of ordinations for the period; at Oxford, the see was 
vacant 
28, ed W.H. Rylands, Harleian Society, Vol 58, 1909 
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Butler, however, became Hector of the small parish of Nately 
Scures, four miles east of Basingstoke, Hampshire* i n 1593 and two 
years l a t e r , i n January 1595 he became Master of the Holy Ghost 
29 
School, at a stipend of £ 1 2 per annum. The herbage of the b u r i a l 
ground or l i t e n next to the Holy Ghost Chapel was apparently a source 
of p r o f i t , and i t i s recorded that Butler held the herbage rights 
30 
from 1595 to Michaelmas 1600. Unfortunately the church r e g i s t e r and 
accounts during Butler's rectorship of Nately Scures have not 
survived, with the r e s u l t that we know nothing of h i s ministry i n 
that parish with i t s tiny twelfth century church, ^he e a r l i e s t 
records date from the Restoration^ The D.H.B. a r t i c l e wrongly implies 
that Butler held these two appointments of Rector of Scures and 
Schoolmaster for the seven years 1593-1600 : the records of the Holy 
Ghost School show quite conclusively that the Mastership of the school 
began i n 1595 when he had already been Rector of Nately Scures for two 
years. See Appendix B Plate I & I I for Nately : Plates I I I - V for 
Holy Ghost Chapel and Basingstoke.^] 
A c e r t a i n amount of mystery shrouds the e a r l i e s t books and we 
probably owe t h i s to Anthony a Wood who l i s t e d Butler's works, a l l 
s i x of them, but only i n the editions he know. The D.N.B.ignores one 
of these books - Oratoricae L i b r i duo - and makes no attempt to compile 
31 
a complete l i s t . Falconer Madan i n h i s study of book production at 
Oxford produced a very f u l l inventory of those books itfhich Butler 
caused to be published i n Oxford but there are s t i l l inconsistencies 
and gaps where a book was f i r s t produced, or only appeared i n London. 
29. Baigent and Millard: History of Basingstoke, p 1*f2 
30. Baigent and Millard: op c±t. p 136 
31 Oxford Books... 3 vols, 1895 
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The f i r s t book which But ler wrote, Rhetoricae L i b r i duo. . . i s 
described i n D.N.B. as "not known to have been published before 1629". 
32 
Madam records an e d i t i o n o f 1598 (preface dated Oxford 16 Calend. 
Decemb ^6 Novemberjl598) published at Oxford wi th Epis t le Dedicatory 
to Thomas Lord Egerton. (There i s a copy at Corpus Chr is t ie College, 
Oxford.) An e a r l i e r ed i t i on i s , however, to be found i n the 
33 
B r i t i s h Museum, described as Rameae Rhetoricae L i b r i Duo. . . I n usum 
scholarum,1597« jFacsimile o f 1597 t i t l e page : see Appendix c j 
We have already noticed that the Epis t le to t h i s e d i t i o n i s 
dated 1593» so we can safe ly assume that the copy at the B r i t i s h 
Museum i s not o f the f i r s t e d i t i o n . Furthermore, v/e have B u t l e r ' s own 
testimony that t h i s book d id not i n the beginning have a very rap id 
sale, and edi t ions from 1597i 1598 and 1600 axe extant . So i t i s quite 
probable that an e d i t i o n o f 1593 was h i s e a r l i s t pub l ica t ion , and t h i s 
made i t s way s lowly. But ler re fe rs to the book's progress i n the 
preface to the f i r s t ed i t i on o f the Feminine Monarchje»1609: the 
passage i s given i n f u l l below. 
" I am out o f doubt that t h i s book o f Bees w i l l i n h is infancy 
l i e hidden i n obscur i ty , as the book o f tropes and f igures d id f o r a 
while go unregarded, without f r iends or acquaintance. But as that 
d id by l i t t l e and l i t t l e insinuate i t s e l f in to the love and l i k i n g 
o f many schools, yea o f the Univers i ty i t s e l f , where i t hath been both 
p r i va t e ly and p u b l i c l y read (a favour which t h i s mother doth seldom 
a f f o r d to her own chi ldren l e s t happily she should seem too fond over them) 
so t h i s w i l l i n time t r ave l in to the most remote parts o f t h i s great 
kingdom o f great B r i t t a i n e and be entertained o f a l l sorts both 
learned and unlearned. . ." 
32. op c i t Vol 1 p 230 
33. B.M. 1090 b . 18 (2) 
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Rhetoricae l i b r i duo. . . was intended to be a school text-book and 
i t was an e d i t i o n i n L a t i n f o r English school-children o f the work 
o f the French scholar Pierre de l a Ramee who had met h i s death at 
the hands o f the mob i n the notorious Massacre o f St . Bartholomew's 
Day i n 1572. This i s no place to estimate the influence or 
importance o f the teachings o f Ramus which i n any case have been 
very f u l l y discussed by eminent l i t e r a r y h i s to r ians . K.G.Hamilton 
gives a c a r e f u l l y documented account o f the consequences o f Ramism?:. 
35 
f o r English l i t e r a r y thought, and Foster Watson adequately 
describes the vogue o f the Frenoh scholar 's ideas upon the curriculum 
and pract ice o f the Grammar schools. I t i s s u f f i c i e n t f o r our 
purposes to state that Bu t l e r ' s book, Rameae Rhetoricae L i b r i duo. . . 
1597, which i nc iden t a l l y was a L a t i n version o f the work o f Ramus' 
col laborator Talaeus, was enormously popular and held the f i e l d f o r 
h a l f a century, being described by such an enlightened educat ional is t 
as Brinsley as "the most used i n the best Schooles". But ler also 
produced a L a t i n version o f Ramus under the t i t l e o f Oratoriae l i b r i 
37 
duo. . . , Oxford 1629 which was p r in ted along wi th the Rhetoricae. . . 
i n London by John Haviland ( p r i n t e r o f the Pr inc ip les o f Musik) and 
issued i n the same year. Both books appear by the number o f surviving 
edi t ions to have been i n constant demand and to have been issued at 
39 
least as l a t e as 1655: one ed i t i on appeared on the continent i n 1642 . 
I t seems l i k e l y , then, that every schoolboy i n the f i r s t h a l f o f the 
seventeenth century would have known o f Bu t l e r . 
35* The, English Grammar Schools to 1660. 1968 ed i t i on 
36. Quoted from Hamilton, op c i t page 108. 
37. I-iadain: Oxford Books. Vol I p 144 
38. B.M. 11.805 d.3 p ~ T 
39 T.D. Lugduni Batavorum Leyden BM 1088 d 2. 
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The f u l l e s t discussion o f Ramus and h i s influence appears i n a 
40 41 book by W.J. Oriq; Christopher H i l l devotes h i s a t t en t ion to the 
c u l t o f Hamism; the best general survey o f Ramus at the English 
42 
Univers i t i es i s i n Kearney . This author sees Ramus as"an educational 
revolu t ion i n himself" , witness the three hundred edi t ions o f h i s log ic 
and the one hundred and f i f t y edi t ions o f h i s rhe tor ic i n the century 
fo l lowing h i s death. That Ramism d id not spread i t s roots at O x f o r d 
to anything l i k e the same extent i t d i d at Cambridge i s a t t r i b u t e d to 
the massive influence o f Magdalen's President, the Puri tan Lawrence 
Humphrey, who was w i l l i n g to work f o r a godly Reformation o f the 
established Church from w i t h i n , and re jec ted the extreme views o f h i s 
younger contemporaries at Cambridge. 
Taking in to account the success o f Rhetoricae L i b r i duo . . . which 
i s a t tested by the knowledge that at least three edi t ions are known 
while But ler held h is two appointments o f Schoolmaster o f the Holy Ghost 
School and Rector o f Nately Scures, 1597, 1598 and ear ly 1600, h i s 
decision to r e l inqu i sh both o f f i c e s at Michaelmas 1600 i n favour o f the 
Vicarage o f Lawrence-Wootton, about three miles to the west o f 
Basingstoke, seems to suggest that our author had f i n a l l y found h i s 
true vocat ion. I t i s moreover quite l i k e l y that what Anthony a Wood 
described as " a poor preferment" o f f e r e d a thoroughly congenial 
s i t u a t i o n : he was released from the time-consuming duties o f an 
Elizabethan schoolmaster, now stationed on the Oxford side o f the main 
town, and s t i l l near to h i s f r i e n d and contemporary at Magdalen, 
Ambrose Webbe, Rector o f St . Michael 's , Basingstoke, 1597-1648, who 
40. Ramism; Method and the Decay o f Dialogue, 1958 
41. I n t e l l e c t u a l Origins o f the English Revolution, 1965 
42. Scholars and Gentlemen, 1970 pp 46-70 
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may w e l l have been responsible f o r B u t l e r ' s s e t t l i n g i n North 
Hampshire. Deta i l s o f Bu t l e r ' s appointment to the l i v i n g at Wookton 
St . Lawrence are s t i l l available at Winchester Castle, the reposi tory 
o f l o c a l diocesan archives. The ceremony o f i n s t i t u t i o n took place 
on 27th November 1600, conducted by the Bishop o f Winchester, Thomas 
Bi l son , and But ler was presented to the l i v i n g by tho Dean, George 
Abbott, who l a t e r became Archbishop o f Canterbury, immediately proceeding 
William Land i n that of f ice .{^See Appendix B, Plate VI f o r facsimile 
o f Bu t l e r ' s I n s t i t u t i o n A r t i c l e s to WoottonJJ No record o f B u t l e r ' s 
marriage survives but Canon Money was o f the opinion that he must have 
married about the same time as he moved to Wootton St . Lawrence, since 
the Registers at Wootton contain de ta i l s o f baptism o f h i s known 
ch i ld ren . 
I t seemed rather odd that noneof h i s male chi ldren was given t h e i r 
f a the r ' s name but i t was quite cer ta in that there was no other Charles 
But ler i n the Wootton Registers, apart from the v i c a r ' s grandson, 
Charles, son o f Richard Bu t l e r . Further inves t iga t ion revealed that 
there was another Charles Bu t l e r . The Records o f the Holy Ghost School 
i n Basingstoke where But ler was Master contain an indenture o f a lease 
to Elizabeth But le r , the wife o f Charles the elder, which was surrendered 
and granted to "Charles But ler younger o f Farrington, o f Berks, 
c l o t h i e r , son o f Charles But ler o f Lawrence Wooton i n co. o f 
Southampton" . The date i s given as 2 August 1626, which seems to 
confirm that the younger Charles was born before the move to Wotton and 
had l e f t the d i s t r i c t . 
^3. Baigent and M i l l a r d : His tory o f Basingstoke pp 670-71 
¥f . I suspect that t h i s l i n e o f enquiry w i l l es tabl ish a d i rec t l i n k to 
Joseph But le r , Bishop o f Durham, whose father was known to be a r e t i r e d 
draper i n Wantage Berks, but there has not been s u f f i c i e n t time to 
check out t h i s suspicion.*- . 
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There can ce r t a in ly have been no great f i n a n c i a l inducement to lead him 
45 
to Wootton, p a r t i c u l a r l y when we r e c a l l that the Liber Ecclesiasticus 
o f 1535 valued 90$ o f a l l l i v i n g s at less than £26 per annum, and that 
these f i x e d incomes had o r i g i n a l l y been directed toweeds a cel ibate 
c lergy. Even so i t i s most un l ike ly that there wa$ anything l i k e a 
state o f poverty f o r But ler at V/ootton. His books would have earned him 
46 
money and h i s bee-keeping ce r t a in ly d i d . John Aubrey noted that the 
hives which Butler set aside fo r h is daughter's marriage por t ion at 
the time o f her b i r t h rea l i sed an endowment o f £400 twenty-one years 
47 
l a t e r . So much f o r povertyl Fu l l e r pointed out that'Hampshire was 
an especial ly good county fo r honey and itemised many o f the f r inge 
benef i t s which accrued to the bee-keeper, from mead to medicine and 
cere-c loth . jAppendix B, Plates VTI - X I I , f o r photographs o f V/ootton^j 
B u t l e r ' s most famous book, The Feminine Monarchy, appeared i n 
1609 and was published at Oxford, wi th a preface dated "V/ootton, I I 
Ju ly , 1609". ^Facsimile o f t i t l e page at Appendix C .J This, the f i r s t 
e d i t i o n , also contained the f i r s t music to be pr in ted at Oxford, 
B u t l e r ' s musical representation o f the bees' swarming, and has a t t rac ted 
a good deal o f a t t en t ion over the years. Gerald Hayes was the f i r s t to 
48 
show any in te res t i n the bee-music i n h i s a r t i c l e published i n 1925, 
i n which not only d id he examine the growth o f the music between the 
1609 and 1634 edi t ions but also pr in ted the d i f f e r e n t versions i n 
49 
f acs imi le . More recently an a r t i c l e by George Sarton appeared under 
the t i t l e o f "The Feminine Monarchic o f Charles But ler , 1609": despite 
the obvious l i m i t s o f the t i t l e , the author manages to consider a l l 
three edi t ions o f t h i s book and h i s book on grammar, togethor wi th a 45. Quoted i n Clergy and Society 1600-1800 - A Tindal Hart p 2 
46. His tory of. Wi l t sh i re 
47. Worries o f England pp 199-201 
48. "Charles But ler and the Music o f the Bees", Musical Times 
June, 1925: pp 512-515 
49. I s i s , XXXIV, 1943, p t 6, pp 469-72 
161 
study o f h i s predecessors i n both f i e l d s * Not surpr i s ing ly the 
treatment i s very s u p e r f i c i a l , though w e l l i l l u s t r a t e d . Nan Cooke 
Carpenter^ has w r i t t e n s p e c i f i c a l l y on the Bees' madrigal and indeed 
sees the very inc lus ion o f the music as s i g n i f i c a n t o f the ear ly 
baroque, "a period during which the exotic and unusual exerted a 
51 
peculiar fasc ina t ion upon the mind o f man" . The same author has 
w r i t t e n two other a r t i c l e s on aspects o f But le r , one o f which sees 
very deep s ignif icance i n a remark i n B u t l e r ' s Pr inciples o f Musik 
52 
concerning Marlowe, and the second which investigates the importance 
53 
and influence o f the Huguenot poet Du Bartas on Bu t l e r . A l l three 
a r t i c l e s show exemplary scholarship i n t h e i r pursui t o f B u t l e r ' s ideas 
but i n each case, w i t h the possible exception o f the Du Bartas essay, 
the w r i t e r appears to reading more in to the t ex t than the author 
intended. The Bees' Madrigal i s simply an oddity and, as such, has 
a t t rac ted more than i t s f a i r share o f a t t en t i on : i t possesses l i t t l e 
o f musical value and even less o f poetic value. 
None o f the a r t i c l e s w r i t t e n by musicians or appearing i n 
musical journals shows the s l i gh te s t appreciation o f the value o f 
The Feminine Monarchy,and one a r t i c l e , that by James Pruet t , exh ib i t s 
pos i t ive e f f r o n t e r y i n conceding that B u t l e r ' s "knowledge o f bee-keeping 
was at leas t adequate," an opinion which he admits to having gleaned 
from one o f the book's prefa tory poemsi A l l bee-masters would 
acknowledge that B u t i e r ' s work i s a classic and a t r u l y great book. 
Dr. H. Malcolm Fraser, a leading au thor i ty on the subject o f bees and 
and expert on the h i s to ry o f bee-keeping, gives a cfe'e*fully considered 
opinion when he wr i t e s : "no English work on skep bee-keeping has yet 
50^  Notes and"~Queries, 1955 March, pp 103-106 
51. Carpenter: op c i t . p 103 
52. Carpenter: "A Reference to Marlowe..."Notes and Queries, January 
1953, PP 16-18 
53* Carpenter: "Charles But ler and Du Bartas" Notes and Queries, 
January 195^ pp 2-6 
5h. "Charles But le r , Musician, Grammarian, A p i a r i s t " Musical 
Quarterly, October 1963 p 502. 
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appeared which supersedes i t 1 . ' Elsewhere Dr. Fraser has examined 
B u t l e r ' s book i s d e t a i l and i so la ted h is cont r ibu t ion to the study o f 
bee-keeping. But ler was that rare combination o f scholar and bee-
keeper o f immense p r ac t i ca l experience. As a scholar he was i n a 
pos i t ion to know-what had been previously w r i t t e n on the subject : as 
a p r a c t i c a l bee-master he was capable o f evaluating the information 
he found and tes t ing i t against h i s own experience. He was an 
outstandingly pat ient observer o f nature and used a genuinely s c i e n t i f i c 
method o f experiment. The very t i t l e o f h i s book shows a departure 
from ancient l o r e : A r i s t o t l e had believed that the "queen" was male. 
B u t l e r ' s o r i g i n a l work includes the c a r e f u l descr ipt ion o f the ex te r io r 
o f the queen and workers; the discussion o f the "Sense" o f bees; the 
account o f the growth o f the egg in to the perfect bee; observation o f 
the melissean year; the study o f the breeding habits o f wasps and dor-
beetles i n comparision wi th those o f the bee, leading to the conclusion 
that the drone was a male bee; the statement that a swarm contains bees 
o f a l l ages, queen, workers and drones; the discoveries concerning wax 
and i t s working by the bees. A l l t h i s mater ia l was ordered and presented 
w i t h B u t l e r ' s meticulous care as a scholarly book, complete wi th 
marginal notes and references, quotations from c lass ica l and learned 
au tho r i t i e s , a l l arranged i n numbered paragraphs and indexed,in f ac t the 
complete trappings o f the learned study which he pa t i en t l y provided 
f o r a l l h i s books. Patient Observation, vast experience, and ca re fu l 
presentation gave the Feminine Monarchy an author i ty vrhich underwrote 
i t s success. 
The Parish Registers o f V/ootton St . Lawrence which are s t i l l i n the 
55. His tory o f Bee-Keeping i n B r i t a i n , p 32 
56. This section i s based upon some unpublished papers o f the l a t e Dr. 
Fraser (on deposit at The Univers i ty L ib ra ry , Reading), consulted and 
used w i t h h i s permission. Dr. Fraser was known to have been preparing 
a biography o f But ler i n h i s l a s t years. 
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custody o f the incumbent provide de ta i l s o f the more o f f i c i a l side o f 
. 57 
B u t l e r ' s family l i f e . Three sons, Wil l iam, Edmund and Richard were 
baptised there, and i n turn Richard's only son, Charles,and three 
grandsons; so were Richard's three sons and only daughter. Bu t l e r ' s 
f i r s t daughter Bridget died i n infancy and was buried at Wootton i n 
1605, while a l a t e r daughter, Elizabeth, baptised i n 1612, was married 
there on Valent ine 's Day 16^ 3 to Richard White, curate o f Eastrop. 
Elizabeth was Bu t l e r ' s "honey-gi r l" (as mentioned by John Aubrey) and 
her great grandson was the famous n a t u r a l i s t and country parson o f 
Selborne, Gi lbe r t White, f a c s imi l e s o f entr ies i n Wootton reg is te r 
r e l a t i n g to Elizabeth But ler are on Appendix B, Plates XVI and XVHI.~ | 
Her husband, Richard White, eventually became Vicar o f Basingstoke, 
succeeding Ambrose Wobbe (1597-16A8), although not u n t i l a f t e r the 
Restoration o f Charles I I (1661-1685). 
The re la t ionsh ip o f the clergy and society and the pos i t ion o f the 
church i n an i so la ted community were very d i f f e r e n t i n the early 
seventeenth century from what they are now; so d i f f e r e n t that a b r i e f 
summary o f the working organisation o f B u t l e r ' s chosen way o f l i f e w i l l 
not be out o f order. The church was at the very centre o f v i l l a g e l i f e , 
the venue o f corporate worship and organiser (and o f t e r place) o f 
amusement. I t was the hub o f l o c a l adminis trat ion and taxa t ion . 
Just as the secular arm o f author i ty devolved upon the Justice o f 
the Peace and through him to the constable, so the ecc les ias t ica l 
influence rested upon the parson and through him reached to the 
churchwardens, sidesmen, the c lerk and so on. I n theory at least a 
select vestry ( o f t e n a meeting of notable residents, w i th the parson 
i n the chair and the c le rk as a secretary) was i n ove ra l l con t ro l . 
——————— i. 
57' The la te Canon F.R.I-loney, sometime Vicar o f Wootton, f i r s t 
revealed much o f t h i s informat ion . 
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Nor were the two arms o f author i ty eas i ly separable, since church 
wardens were overseers o f the poor and surveyors o f the highways, and 
the constable was obliged to urge parishioners to attend divine 
service. Fai lure to comply wi th the rules usually l ed to an offender 
appearing before the archdeacon's v i s i t a t i o n or at the archdeacon's 
court , which had the ul t imate deterrent o f excommunication as i t s 
maximum penalty and even had two va r i e t i e s o f t h i s , the greater o f v/hich 
usually meant a complete separation from society, and the lesser 
v/hich forbade the offender to appear at any church service, p a r t i c u l a r l y 
at the communion. The church had power nei ther to f i ne nor imprison 
but the secular au thor i ty had both and there i s much evidence to suggest 
that the church was quick to send f o r help when necessity required i t . 
Churchwardens held extremely responsible posi t ions which involved 
maintenance o f church f a b r i c , provis ion o f books, ornaments, vestments, 
furnishings , and the co l l ec t i on o f the various monies v/hich const i tuted 
the income o f the church. The parson himself was a moulder o f public 
opinion i n an age which was not blessed wi th mass-communications, 
wielding an enormous influence over h i s parishioners. He was required 
to exercise a l l those functions described above and, i n addi t ion , to 
catechise the youth, d i s t r ibu te alms and v i s i t the s i ck . 
I t i s perhaps understandable that v/ith a large family and the care 
o f a parish on h i s shoulders that the stream o f books (or rather 
edi t ions) should slow to a t r i c k l e at the time h i s family was growing 
up. I n any case, by seventeenth century standards But ler was already 
an o l d man i n 1620. The second e d i t i o n o f Feminine Monarchy appeared 
| i n London i n 1623, p r in ted by John Haviland f o r Roger Jackson. 
jFacsimile t i t l e page at Appendix cTJ B u t l e r ' s part i n t h i s enterprise 
i s not clear, but since t h i s was h i s f i r s t book produced i n London and 
there was l a t e r some dispute over i t s " r i g h t s " v/i th the Stat ioners ' 
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Company, these may we l l have been some i l l - f e e l i n g i n the matter. 
58 
Joseph Barnes, the f i r s t Pr in te r to the Univers i ty i n Oxforcr who 
had p r in t ed the f i r s t e d i t i o n i n 1609 would have retained the r i g h t s 
o f the book according to the accepted pract ice o f the seventeenth 
centwny stat ionery trade, more p a r t i c u l a r l y since he alone appeared i n 
the 1609 i m p r i n t . The r igh t s would have been h is to dispose o f as 
f 
he saw f i t and appear to have passed to h i s son who i n tu rn "assigned" 
59 
them to Roger Jackson, who was thus able to contract w i th Haviland 
to produce the new e d i t i o n . Prof lessor W.A. Jackson^ describes the 
subsequent devolvement o f r i gh t s upon Mr. Harrison, one o f the Court 
o f Stat ioners, as"not clear" ^Detai ls o f the dispute are presented l a t e r 
i n the chapter, as i t d id not take place t i l l 1632T] Presumably f o r 
the author who revised h is t ex t or supervised r e - se t t ing , added new 
mater ial or saw h i s book through the press - perhaps as a "reader" -
there would be some reward without f i n a n c i a l r e spons ib i l i t y since he 
was nei ther p r i n t e r nor publisher. I n the case o f t h i s e d i t i o n i t 
does seem that But ler "learned h is lesson": a l l the subsequent books 
checked reveal the phrase " f o r the Author" i n the impr in t , implying 
that But ler ( l i k e many others) was h i s own publisher. There can have 
been l i t t l e r e a l r i s k i n publishing or p r i n t i n g a book by such an 
established author, and even i f p r i n t e r and publisher shared expenses 
But ler would have received a bet ter deal than s e l l i n g ou t r i gh t to a 
p r i n t e r who would then not only pay a l l but take a l l . 
58^  Falconer Madan: A Chart o f Oxford P r i n t i n g , Bib Soc. 1904, gives 
de ta i l s concerning Barnes who set up h i s press wi th a i d o f £100 from 
the un ive r s i t y , 1585* S t r icka lnd and Johnson, P r in t and Pr iv i l ege at 
Oxford to 1700i p 6, date t h i s venture 1584 and throw a great deal o f 
l i g h t on the conditions at the Univers i ty Presses i n both Oxford and 
Cambridge. 
59. Arber I I I , 642: 26 Feb. I6a9 
60. Records o f the Court o f Stat ioners ' Company 1602-40 page 245. 
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I f there was any dispute over the 1623 e d i t i o n o f Feminine Monarch^ 
IT does not appear to have a f f ec t ed B u t l e r ' s r e la t ions w i t h the p r i n t e r 
61 
since he l a t e r p r in ted w f o r " But le r i n London . (John Haviland, the 
p r i n t e r , possesses considerable in t e res t f o r musicians, involved as 
he was i n Mistress G r i f f i n ' s business and Will iam Stansby's having 
62 
acquired both by 1636). 
I n 1625 Oervase Markham, (1568? - 1637) himself o f considerable 
achievements,published i n London A Way to get Weal th . . . Markham, 
described i n D.N.B.as the f i r s t hackney w r i t e r , the f i r s t to import 
an Arab horse in to England, a scholar o f some l i n g u i s t i c a b i l i t y , a 
col labora t ing dramtist , a g r i c u l t u r a l w r i t e r and reformer, had managed 
to get hold o f B u t l e r ' s Feminine Monarchic which he issued i n A Way 
to get Weal th . . . Unfortunately we have no information regarding the 
business arrangements which enabled Markham to accomplish t h i s venture 
but the version o f Feminine Monarchie issued was not the second 
e d i t i o n o f Jackson and Haviland (1623) but , i n f a c t , a re-issue o f the 
o r i g i n a l sheets. Knowing what we know o f seventeenth century publishing 
and i t s e t h i c a l code, we are s t i l l unable to explain t h i s remarkable 
phenomenon: the o r i g i n a l sheets o f 1609, p r in ted , at Oxford by Joseph 
Barnes, were issued i n 1625 under Markham's imprint i n London. This 
may we l l have been the cause o f the dispute w i t h the Stat ioners ' 
Company i n 1632. 
B u t l e r ' s next book was a new one and was f i r s t published i n 1625 
at Oxford, Syngeneia,or to give i t i t s L a t i n t i t l e by which i t i s 
more generally known, De Propinquitate matrimonium impediente regula 
genera l i ses ce r t a in ly B u t l e r ' s most abstruse book,dealing wi th problems 
Combined ed. o f Rhetoricae.. .and Ora to r i ae . . . 1629 & 
Pr inc ip les o f MusjJk...l63^ 
62. A good summary o f h i s a c t i v i t i e s i n McKerrow: 
A Dict ionary o f Printers...1557-1640 pp 131-1 
o f consanguinity and. i n pa r t i cu la r w i th a f f i n i t y as a bar to matrimony. 
[Facsimile t i t l e page at Appendix cj Even the "broad-chested" Fu l l e r 
was content to quote the opinion o f the Learned Dr. Prideaux, Vice-
Chanccllor o f Oxford, who "cocmonded ( i t ) as the best ever w r i t t e n on 
63 
that subject" . This much i s we l l known, but several features are 
less f a m i l i a r . The book appears to have been prompted by the 
marriage o f B u t l e r ' s son, Wil l iam, to a cousin, Mary But le r , at Wootton 
i n 1624., I t a t t rac ted a cer ta in a t t en t ion i n theological c i r c l e s at the 
time and ran to another e d i t i o n i n B u t l e r ' s l i f e - t i m e , which no-one 
64 
appears to have noticed, perhaps because i t was published abroad, i n 
Frankfur t . 
Vie know very l i t t l e about B u t l e r ' s wi fe apart from the most 
obvious inferences, namely that she was ca l led Elizabeth and that she 
bore him s ix ch i ld ren . A few scraps o f personal information have 
survived outside o f the parish records. I n the records o f the Hply 
Ghost School there i s evidence o f the indenture o f a lease, dated 20 
Jan 1613/14, I I Jac. I , which notes " a grant to Elizabeth, the wi fe o f 
Charles But ler the e lder . . .p roper ty between the tenement o f Nicholas 
Mowdey oh the South part and the alms-houses on the North part ( i n 
Holy Ghost S t r e e t " ^ . This lease was l a t e r surrendered and granted to 
"Charles But ler youngor o f Farr ington, Co. o f Berks, c l o t h i e r , son o f 
Charles But ler o f Lawrence Wootton i n Co. o f Southampton" at a yearly 
66 
rent o f 16 s h i l l i n g s ; t h e new lease appears under 2 Aug 1626, 2 car I 
Then, i n the Church Wardens' Accounts o f Basingstoke Parish, under "Seat 
65. Worthies o f England: mod ed. p 215 
64. 1643: Copy at BM 5176 aa 38 
65. Baigent and M i l l a r d : op c i t p.670 
66. Baigent and M i l l a r d : op ci t ,p671. 
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appears the fo l lowing ent ry . "Received o f Charles But ler f o r hie w i f e ' s 
seat to s i t i n the 8th seat i n the south side range where widow 
Edwards sat, l6d" jT?; May l622j F i n a l l y the Registers o f Wootton 
record the b u r i a l o f Mistress Butler i n 1628, and our author was l e f t 
a widower f o r nearly twenty years. 
The year 1629 was another milestone i n Charles Bu t l e r ' s career 
68 
as author. The Oratoriae l i b r i duo. . . was published at Oxford and 
i n the same year a combined e d i t i o n o f 'Oratoriae l i b r i duo and the older 
69 
Rhetoricae l i b r i duo... , was issued i n London, pr in ted by Haviland. The 
Records o f the Court o f the Stat ioners ' Company provide a very 
70 
in t e re s t ing reference to But ler which appears to have escaped the 
notice o f those who have previously w r i t t e n about him. At a meeting o f 
the Court o f Stationers on the 19th January, 1632, a dispute between 
But ler and a member o f the Court, Mr. Harrison, was resolved, fo l lowing 
formal complaint made on B u t l e r ' s behalf by "my Lord o f London" (Dr. 
Wil l iam Laud, l a t e r Archbishop o f Canterbury, and a key-f igure o f the 
t imes) . The dispute r e fe r s to The Feminine Monarchie, here ca l l ed 
"Butler o f Bees", the r i g h t s o f which appear to have passed to Harrison 
from Roger Jackson, the publisher o f the second e d i t i o n . (The Mr. 
Harrison involved i s the one usually re fe r red to by bibliographers as 
John Harrison I V ) . I n view o f the f ac t that But ler himself was to 
publish the t h i r d ed i t i on i n 1634 i t i s reasonable to assume that he 
would be most anxious to recover the r i g h t s o f the book and thus secure 
future p r o f i t s . The records indicate that he bought back the r i g h t s o f 
the book, although the actual sum i s not spec i f i ed : the wording o f the 
minute ( " I n consideration o f . . . p a i d in to Mr. Harrison t h i s day i n the 
Baigent and M i l l a r d op. c i t p 504 
68. Madan op c i t p . 144 
69. Madan op c i t p . 233 
70. W.A. Jackson, Records o f the Court o f the Stat ioners ' Co. 
1602-40 p . 245. 
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presence o f the Master Wardens and Assistants he the said Mr. Harrison 
did resign a l l h is in te res t i n the said Booke. . .") may indeed suggest 
that But ler appeared i n person at the meeting. Less immediately 
apparent i s the reason f o r Bu t l e r ' s recourse to the Bishop o f London 
f o r redress o f h is complaint. This suggests that he had already t r i e d 
the d i rec t approach to Harrison and had met w i t h no success (Laud's 
in te res t i n books and scholarship i s w e l l known: he became a cent ra l 
f igure i n c o n t r o l l i n g and regula t ing the presses and i n es tabl ishing 
the Bishop o f London as a powerful r e s t ra in ing (and guiding) influence 
against much o f the subversive l i t e r a t u r e o f the age. H.B. Trevor 
Roper's superb biography o f Laud points out that John Haviland was sent 
71 
to Brussels a t the i n s t i g a t i o n o f Laud to procure a Greek fount to 
enable the King 's Printers,Barker and Lucas, to produce one Greek t ex t 
every year i n the in te res t o f scholarship. Barker and Lucas were 
extremely keen to fos te r t h i s enterprise since Laud i n h i s t u rn had 
promised to commute a very heavy f i ne he had imposed upon them as 
punishment f o r ( i n t e r a l i a ) t h e i r version o f the Ten commandments, 
urging people to commit adultery! 1) 
B u t l e r ' s next new book was The English Grammar and t h i s appeared 
at Oxford i n 1633I p r in t ed by William TurnerjFacsimile t i t l e page 
at Appendix c] A second e d i t i o n was published i n 163 ,^ w i th the t i t l e 
72 
page "reset and the prefa tory matter enlarged", but described by 
73 
Madan as a re-issue o f sheets o f the 1633 e d i t i o n . The fac t that the 
book was w r i t t e n i n a new system o f orthography o f B u t l e r ' s own 
devising i s generally counted as i t s one claim to fame. What i s more, 
i t i s w e l l known that t h i s orthography ca l led down the wrath o f Dr. 
Johnson i n the preface to h i s Dictionary o f 1755» and l a t e r s t i l l o f 
TU Archbishop Laud: H.R. Trevor Roper, 2nd e d i t i o n , p 275 
72. Madan p . 165 pp 176-7 
73. An e d i t i o n , editfed- by A Eich le r , was published i n 1910 i n 
Hal le , Germany. 
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S i r John Hawkins. I t i s generally stated that B u t l e r ' s l a s t three books, 
namely the English Grammar,The Feminine Monarchy?63^ and the 
Pr inc ip les o f Musik are w r i t t e n i n the reformed spe l l ing and i t iB 
impl ied that a l l throe books employ the same orthography. This i s not 
the case. The English Grammar, l i k e the Pr inc ip les o f Musik i s 
dedicated to King Charles I and probably draws a t t en t ion to B u t l e r ' s 
Royalist leanings. The t h i r d ed i t i on o f the Feminine Monarchy was 
dedicated to Queen Henriet ta Maria thereby creating the precedent o f 
dedicating books on bees to the Queen, a precedent fol lowed by Warder, 
(Queen Anne) Wildraan, (Queen Charlotte) and Bevan (Queen V i c t o r i a ) . 
As an advocate o f standardised reformed spe l l ing But ler was 
crying i n the wilderness, p r i n c i p a l l y because he.was too l a t e on the 
scene, but also be Clause he f a i l e d to recognise that the p r in ted 
language and the spoken language are not e n t i r e l y the same. S i r Al&nrt 
Herbert has admirably described t h i s condi t ion as the "fundamental 
75 
f a l l a c y " o f a l l spe l l ing reformers, who i n s i s t " that the func t ion o f 
the pr in ted or w r i t t e n word was to represent the spoken word. The 
true func t ion surely o f the p r in ted or w r i t t e n word i s to convey 
meaning, and to convey the same meaning to as many people as possible". 
Steinberg also investigates the e f f e c t s o f p r i n t i n g on the standardisation 
o f the European languages and notes the enormous influence wielded i n 
the ear ly days o f p r i n t i n g by several o f the major p r i n t e r s . ,>» 
Caxton, i n t h i s country, he notes, was instrumental i n es tabl ishing 
a p r in t ed word which was i n t e l l i g b l e throughout the kingdom, although 
that p r in ted word might be pronounced i n dozens o f d i f f e r e n t ways. 
7k, The Pr inc ip les o f Musik represents the f i n a l so lu t ion to B u t l e r ' s 
problem o f reforming orthography and shows cer ta in refinements on the 
two e a r l i e r books where cer ta in lovrar case l e t t e r s are used upside-down. 
P o f M uses a l l l e t t e r s i n t h e i r normal posi t ions but w i th various symbols 
attached to them to explain pronunciation. 
75• Quoted i n S*H.Steinberg, Five Hundred Years o f P r i n t i n g pp 126-7 
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Elsewhere Steinberg wr i t e s : "Charles Bu t l e r ' s His tory o f the Bees 
(Oxford 1634) was the f i r s t book to repudiate Caxton". This i s , o f 
course, wrong on a l l counts. The English Grammar, as we have seen, 
preceded the t h i r d ed i t i on o f Feminine Monarchy. I n addi t ion there 
had been advocates o f reformed spe l l i ng between Caxton and But le r ; 
John Hart , Will iam Bullokar and Alexander G i l l (Milton'6 t u t o r ) 
had a l l produced books on grammar and orthography. 
Professor A.C. Partridge has recently produced a study on the 
77 
development o f English language from Caxton to Dr. Johnson, i n which 
he discusses the grammatical work o f Charles But ler w i th admirable c l a r i t y . 
(He wrongly dates the Feminine Monarchy as 160,5 and apparently doesnot 
78 
know the 1633 e d i t i o princeps o f the English Grammar ) . Partridge sees 
But le r , "a ve r sa t i l e country parson", standing i n the t r a d i t i o n o f 
Joannes Gorppius who believed i n the "greater an t i qu i t y and dispersion 
o f German than L a t i n . His ( B u t l e r ' s ) grammar consists p a r t l y o f 
u n s c i e n t i f i c observations on pronunciation and spe l l i ng ; but there are 
u se fu l sections, too, on morphology and punctuation". The same author 
demonstrates that But ler was f i r s t to explain the h i s t o r i c a l background 
o f the unphonetic character o f English spe l l ing and goes on to discuss 
B u t l e r ' s views on various grammatical points , a l l o f which he 
summarises as fo l lows . "The judgement on' But ler may be that he thought 
f o r h imse l f . . . and made o r i g i n a l observations on aspects o f grammar that 
79 
had not been considered" . To t h i s i t must be added that B u t l e r ' s 
80 
English Grammar formB a use fu l guide to contemporary pronunciation . 
Even t h i s most cursory review o f the English Grammar has drawn a t t en t ion 
76. op c i t p . 126 
77* Tudor to Augustan English, 1969 
78. Partr idge, op at p 176 
79* Par t r idge: op at p . 177 
80. See Shakespeare's Pronunciation Helge Koker i tz , Yale, 1953* 
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t o the f a c t t h a t the book was not simply an essay i n reformed 
orthography which i s the impression conveyed by most people from 
Hawkins t o the present day who have w r i t t e n on Charles B u t l e r . James 
P r u e t t has summed up the a t t i t u d e s o f several commentators when he 
81 . 
w r i t e s o f the E n g l i s h Grammar. "As have many such attempts a t 
l i n g u i s t i c feform, B u t l e r ' s e f f o r t s towards a l p h abetic enrichment 
f a i l e d and h i s orthography remains o n l y as an i n t e r e s t i n g bypath t o a 
dead end". Which o n l y shows t h a t one ought to read the books one 
82 
discusses. I n the same paragraph o f the same a r t i c l e , the o n l y a r t i c l e 
since 1960 which p u r p o r t s t o estimate B u t l e r ' s achievements as 
"Musician, Grammarian and A p i a r i s t " , the author makes the f o l l o w i n g 
observation " P u b l i s h i n g the Feminine Monarchy i n the new orthography 
must have been an expensive undertaking because the o r i g i n a l p l a t e s f o r 
the f i r s t two e d i t i o n s would have been discarded and the t e x t e n t i r e l y 
r e - s e t . " The s i g n i f i c a n c e o f these remarks i s p a r t i c u l a r l y e l u s i v e 
since P r u e t t does not define h i s terms c l e a r l y and we are l e f t to guess 
at the meaning o f " o r i g i n a l p l a t e s f o r the f i r s t two e d i t i o n s " . Surely 
he cannot s e r i o u s l y imagine t h a t the seventeenth century E n g l i s h 
p r i n t e r used s t e r o t y p i n g ; or t h a t the o t h e r e d i t i o n s o f Feminine Monarchy 
were from engraved plates? The t e x t , i n any case, would- have been 
r e - s e t : t h i s was, a f t e r a l l , the f i r s t Oxford e d i t i o n f o r 25 years! 
Indeed, i t i s w e l l known t h a t i t was the normal p r a c t i c e f o r a p r i n t e r 
to r e - d i s t r i b u t e h i s type as soon as he had p r i n t e d the fosme, so t h a t 
the type was i n e v i t a b l y " r e - s e t " f o r each e d i t i o n . Only i n very 
e x c e p t i o n a l circumstances would type be locke d up. W i l l i a m Turner, the 
Oxford p r i n t e r , had even had experience o f B u t l e r ' s reformed orthography 
before p r i n t i n g the t h i r d e d i t i o n o f Feminine Monarchy, since i t was he 
81. P r u e t t : op a t p. 503 
82. P r u e t t : op a t p. 5@2~3 
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who p r i n t e d the E n g l i s h Grammar,both e d i t i o n s . Far from being an 
"expensive undertaking", the t h i r d E d i t i o n o f Feminine Monarchy would 
q u i t e simply have demanj&ed a l i t t l e more care from the p r i n t e r . I t was 
not unusual f o r authors t o see t h e i r work through the press, thereby 
themselves performing the o f f i c e o f proof-reader, i n which case, were 
B u t l e r present a t Oxford f o r t h i s venture, i t i s reasonable to 
assume t h a t t h i s may have o f f - s e t the cost o f the new "characters" 
used i n the produc t i o n o f the book. 
Wi l l i a m Turner p r i n t e d the t h i r d e d i t i o n o f Feminine Monarchy a t 
Oxford i n 163^, i n the new orthography, and t h i s was the l a s t e d i t i o n 
i n B u t l e r ' s l i f e t i m e and the only one t o employ h i s reformed s p e l l i n g . 
The book l a t e r enjoyed the d i s t i n c t i o n o f being t r a n s l a t e d i n t o L a t i n 
(167^, by Richardson o f Emmanuel College, Cambridge) and t h a t v e r s i o n 
i n t u r n was r e - t r a n s l a t e d i n t o E n g l i s h . (1701*, by U.S.) Five e d i t i o n s i n 
about a hundred years i s s u f f i c i e n t to show t h a t there v/as a steady 
demand f o r the book. 
As the p a r i s h r e g i s t e r s o f Wootton r e c o r d the o f f i c a l side of': 
" 3 3 
B u t l e r ' s m i n i s t r y , those events so f e l i c i t o a a s l y termed "the l i f e c r i s e s " , 
so do the churchwardens' accounts give many glimpses i n t o the type o f 
worship o f f e r E i d l and the manner i n which B u t l e r cared f o r h i s 
p a r i s h i o n e r s . Jfl.W. Accounts, i n s i d e back cover, give us our o n l y copy 
o f B u t l e r s ' s i g n a t u r e . See Plate X V I I I o f Appendix B, and compare P l a t e s 
XVI and XVII f o r h a n d w r i t i n g i n P a r i s h R e g i s t e r / j Not l e a s t do these 
l a t t e r records show the close a s s o c i a t i o n o f the clergyman v/ith the 
squire and members o f h i s f a m i l y . The Manor o f Many;down, |see Appendix 
B P l a t e s X I I I - a n d XIV f o r Manydown: P l a t e s XX-XXI f o r the Withers: 
and also P l a t e XVTlja m i l e t o the south west o f Wootton, had been the 
83. Alan Macfarlane: The Family L i f e o f Ralph JoBselin, a seventeenth 
Clergyman p 11 
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a n c e s t r a l home o f the Withers from 1389 and remained t h e i r home long 
84 
a f t e r B u t l e r ' s death. Canon Money has counted no l e s s than fourteen 
baptisms, three weddings and nine b u r i a l s from the Withers f a m i l y d uring 
B u t l e r ' s m i n i s t r y . The church to t h i s day contains mural t a b l e t s , grave 
covers, and many references to the squire and h i s f a m i l y , i n a d d i t i o n to 
a b e a u t i f u l s i l v e r c h a l i c e , dated 1625, the f u n e r a l g i f t o f Squire John 
Wither. John's son fiichard also presented a copy o f the Authorised 
Version o f the B i b l e i n 1628. The nephew o f Squire John was, o f course, 
the most well-known Wither o f a l l , Qeorge, the poet, o f Bentworth i n 
Hampshire, who, despite a very checkered career i n v o l v i n g two terms o f 
imprisonment, i s perhaps most famous f o r The Hymnes and Songes o f the 
Church, 1623, f o r which Orlando Gibbons provided the music. The Withers 
became prominent a l l i e s o f Parliament during the C i v i l War, when 
Wi l l i a m was s q u i r e ; Captain Guillaume and Parliamentary troops were 
quartered a t Manvdown i n 1643, even S i r V/illiam Waller was i n the area, 
85 
and v i s i t e d Wootton i n t h a t year. The p r o t r a c t e d siege o f Basing House, 
close to Wootton, demanded the presence o f O l i v e r Cromwell, before the 
86 
g a l l a n t g a r r i s o n o f E o y a l i s t forces were compelled t o surrender, 
jsee Appendix B, P l a t e s XXIII-XXIV: Basing Housej 
This whole area o f Hampshire appears to have h e l d r o y a l t y i n great 
e s t i m a t i o n . Edward VT had been e n t e r t a i n e d by the f i r s t Marquis o f 
Winchester a t Basing; Mary Tudor and her husband P h i l i p I I had been 
guestB there a f t e r t h e i r wedding; E l i z a b e t h v i s i t e d t w i c e , i n 1560 and 
i n 1601; James I passed through Wootton i n 1610; i n Wootton i t s e l f , even 
the v i l l a g e f a i r was c a l l e d s i g n i f i c a n t l y "Kingales". Judging from the 
dedicatory e p i s t l e s o f h i s l a s t books, B u t l e r h i m s e l f appears to have 
8^. The e a r l y h i s t o r y o f Manjdown has been t o l d by a Dean o f Durham, 
$ean K i t c h i n , i n The Manor o f Many down, HampshireiG.W.Kitchen, 1895 
85. F u l l d e t a i l s o f Waller's campaign i n the area contained i n 
Roundhead General: John Adair pp 111-176. 
86. D e t a i l s i n Bai-gdnt and M i l l a r d , op ^  pp 412-32 
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been a staunch supporter o f the crown: The Feminine Monarchic,as 
has already been noted, was dedicated t o Queen H e n r i e t t a Maria, and both 
the E n g l i s h Grammar and the P r i n c i p l e s o f Musik were dedicated t o 
Charles I . Doubtless h i s r o y a l i s t sympathies owed much t o h i s days i n 
Oxford i n general and Magdalen College i n p a r t i c u l a r . jliee App. B Pl a t e XIX~j 
The churchwardens' accounts give ample testimony to the d i l i g e n c e 
w i t h which B u t l e r conducted h i s m i n i s t r y a t Wootton. Morning Prayer 
was o f f e r e d every Sunday and the Communion was cel e b r a t e d f u l l y a t each 
q u a r t e r . I n a d d i t i o n he provided Communion f o r the more dispersed 
members o f h i s f l o c k a t Hamsdel, Up Wotton, and Est Okie. He gave r e l i e f 
t o u n fortunates passing through the p a r i s h , and t i d i e d up seve r a l o f 
the medjoral customs l i k e p r o v i d i n g H a l i l o a f f o r d i s t r i b u t i o n to the poor 
o f the p a r i s h and c o l l e c t i n g money from parishoners f o r bread and v/irie. 
His i n t e r e s t i n and care f o r the f a b r i c o f the church was immediate 
and l a s t i n g . Records o f r e p a i r and r e - b u i l d i n g are not d i f f i c u l t t o f i n d . 
Four hew b e l l s were cast i n 1625; seats were r e p a i r e d i n 161J; c e r t a i n 
members o f the p a r i s h were made responsible f o r s p e c i f i c sections o f 
churchyard fence; the church was r e g u l a r l y swept by "Goodwife Mortimer" 
Churchwardens' Accounts also t e l l us about the v i l l a g e r s ' annual f a i r , 
known l o c a l l y as "Kingales" which seems t o have been a r i o t o u s 
occasion. (These f a i r s r eceived severe censure from the more way-out 
P u r i t a n s but they d i d provide a welcome i n t e r l u d e i n what must have 
been f o r many v i l l a g e r s a d u l l r o u t i n e and they made a l o t o f money 
f o r church funds). Feasting and merry-making were the b i g a t t r a c t i o n s 
w i t h dancing and p l a y - a c t i n g and games l i k e pewter and tr©nks f o r 
added spice. |~See Appendix B: Plate XV f o r "Kingales"^J I n f a c t , 
e v e r y t h i n g p e r t a i n i n g to the co n d i t i o n s o f worship a t Wootton St 
Lawrence seems to have conformed w i t h those i d e a l s which Archbishop Lead 
176 
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endeavoured t o i n c u l c a t e i n the country as a whole. The i n t e r i o r o f 
the church was a model o f simple beauty: whitened w a l l s ; c o l o u r f u l 
Royal Arms, Commandments and sentences o f s c r i p t u r e adorned the chancel 
arch; the communion t a b l e , spread w i t h a r i c h carpet, stood i n the 
chancel and was fenced-off i n d i g n i f i e d i s o l a t i o n : the p u l p i t j w i t h i t s 
seats f o r V i c a r and Clerk, and i t s s i l k cushion, was another f o c a l 
p o i n t o f the b u i l d i n g ; Prayer Book and s u r p l i c e were no stumbling 
blocks to B u t l e r . 
Before t r y i n g t o place B u t l e r , the clergyman, i n h i s seventeenth 
century background i t i s e s s e n t i a l to understand the nature o f the 
r e l i g i o u s s i t u a t i o n i n which he performed h i s m i n i s t r y and i n which 
hundreds o f o t h e r clergymen earned t h e i r d a i l y bread. I t i s n o t o r i o u s l y 
easy t o deal i n g e n e r a l i s a t i o n s but dangerous the i n s t a n t t h a t the 
g e n e r a l i s a t i o n becomes too f a c i l e , y e t t o a c e r t a i n extent one i s 
compelled to use broad terms andthey do possess the Jindoubted v i r t u e 
t h a t , when used w i t h d i s c r i m i n a t i o n , these same terms can convey an 
o f t e n complex concept t o many people i n few words. True i t c e r t a i n l y i s 
t h a t the C i v i l War o f the l6*f0*s was contested by King and Parliament, 
and f o r many people a t the outbreak o f h o s t i l i t i e s the choice o f 
sides may have been no more complicated than d e c l a r i n g f o r the k i n g o r 
f o r Parliament, y et t h i s i s not to deny t h a t many chose the k i n g 
because he was the k i n g , o r simply because they d i s t r u s t e d Parliament, 
o r supported Parliament because they d i s l i k e d the p o l i c y o f •'Thorough" 
pursued on the king's behalf by S t r a f f o r d and Land. So, although the 
u l t i m a t e choice was between King on the one hand and Parliament on the 
oth e r , the a c t u a l processes whereby an i n d i v i d u a l reached such an 
apparently simple d e c i s i o n were i n f i n i t e l y complex. The r e l i g i o u s 
87. A good summary o f the i d e a l s o f Lesidian worship i s a v a i l a b l e i n 
A T i n d a l Hart, Clergy and Society 1600-1800 p.30 
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spectrum i n England s t r e t c h e d from " J e s u i t " t o L e v e l l e r " ( t o use two 
more g e n e r a l i s a t i o n s ) w i t h the vast mass o f people i n between. These 
were the f r i n g e f a n a t i c s , o r so they appeared to those a t the centre 
who considered both types t o be e q u a l l y subversive and to c o n s t i t u n t e 
a p e r s i s t e n t t h r e a t to s o c i e t y at l a r g e . To the L e v e l l e r , the most 
lukewarm Anglican would appear to be A n t i c h r i s t w h i l e the m i l d e s t 
P u r i t a n would be the d e v i l incarnate t o a J e s u i t . S i g n i f i c a n t l y the 
J e s u i t end o f the spectrum chose the k i n g and the L e v e l l e r s declared f o r 
Parliament, but these were the easy choices. The r e a l l y d i f f i c u l t 
decisions faced the m a j o r i t y i n the centre where doubtless many P u r i t a n s 
espoused the R o y a l i s t cause and Anglicans chose Parliament. Even the 
staunchest Parliamentarians quaked a t the s i g n i n g o f the death warrant 
o f t h e i r k i n g . 
The g a t h e r i n g storm o f the C i v i l War was not an overnight a f f a i r . 
I n many ways i t can be s a i d t o have taken the whole l i f e t i m e o f Charles 
B u t l e r i n which t o b u i l d up, although h a r d l y anyone i n England would 
have s a i d t h a t the war was i n e v i t a b l e probably r i g h t up t o the tim£ 
t h a t Charles I u n f u r l e d h i s standard, a t Nottingham on 22 August. 
The causes o f the war which used to be explained as p o l i t i c a l and 
c o n s t i t u t i o n a l have now been exposed t o the economic, s o c i a l and r e l i g i o u s 
h i s t o r i a n s o f t h i s century who have revealed and are s t i l l r e v e a l i n g more 
and more s i g n i f i c a n t m a t e r i a l on the complex o r i g i n s o f t h i s f r a t r i c i d a l 
e n t e r p r i s e . I t has been seen as a c o n s t i t u t i o n a l s t r u g g l e between 
King and Parliament; a c r i s i s o f the a r i s t o c r a c y ; a war o f r e l i g i o n ; the 
i n e v i t a b l e r e s u l t o f a c r i p p l e d economy; a r e v o l t against a u t o c r a t i c 
8 8 ."Jesuit" i s here used simply t o represent the f a r - r i g h t wing o f 
Ca t h o l i c supporters i n England. " L e v e l l e r " i s t o a c e r t a i n extent 
a n a c h r o n i s t i c since the " p a r t y " o n l y came to the fore i n the l a t e 1640*6 
I t i s here used t o represent the u l t r a l e f t o f the r e l i g i o n s p a r t i e s . 
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government, a r b i t r a r y t a x a t i o n , and thorough; the l o g i c a l outcome o f 
r e f o r m a t i o n ; a p a p i s t p l o t ; a product o f the r i s i n g t i d e o f un-
employment; and a score o f o t h e r t h i n g s . But i t was a l l these t h i n g s , 
and i t was d i f f e r e n t t h i n g s t o d i f f e r e n t people. There 1B no simple 
explanation. 
The p o s i t i o n o f the parson during t h i s time o f s o c i a l and 
economic upheaval must have been i n many cases p e r i l o u s . He was, 
g e n e r a l l y speaking, b e t t e r educated than h i s Elizabethan predecessors 
had been and h i s s o c i a l s t a t u s had improved. Within h i s p a r i s h he h e l d 
enormous i n f l u e n c e : he was the mouthpiece o f government as w e l l as the 
curer o f souls. A minimum o f conformity was r e q u i r e d - the breadth o f 
the " v i a media" was w e l l known-but even t h i s minimum was too much f o r 
some who could make matters o f conscience out o f a l l manner o f " t h i n g s 
i n d i f f e r e n t " . The use o f the Book o f Common Prayer, the wearing o f a 
s u r p l i c e and hood, l i c e n s e d preaching, c a t e c h i z i n g o f young people, 
d i s t r i b u t i o n o f alms and v i s i t a t i o n o f the s i c k , were a l l t h a t was 
l e g a l l y demanded o f the parson by the Canons o f 160k. Provided t h a t 
parson and squire were i n accord o r had i n t u r n t h e i r own approved " v i a 
media" e v e r y t h i n g i n the p a r i s h would run reasonably smoothly since 
the two men represented the two arms o f e c c l e s i a s t i c a l and c i v i l 
government w i t h i n the p a r i s h . R e l i g i o u s d i f f e r e n c e s would o n l y come 
to the surface i f e i t h e r man deviated from the broad path, and even 
then these d i f f e r e n c e s must i n many instances have been played down 
f o r the mutual i n t e r e s t and care t h a t each had f o r the p a r i s h . This 
seems t o have been the s i t u a t i o n a t Wootton where the Withers declared 
f o r Parliament and B u t l e r was a R o y a l i s t . 
B u t l e r stands as p a r t o f the great t r a d i t i o n o f the Anglican 
c l e r g y b e t t e r known t o students o f E n g l i s h h i s t o r y o f the seventeenth 
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century through the examples o f men l i k e George Herbert 7 o f Bemerton 
or Nicholas F e r r a r o f L i t t l e Gidding. Yet these " s a i n t s and s c h o l a r s " 
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represented o n l y the t i p o f the iceberg: Robert H e r r i c k Thomas F u l l e r , 
Jeremy Taylor, Henry Hammond, Herbert Thorndike, and B u t l e r h i m s e l f , 
were s h i n i n g l i g h t s i n a s o c i e t y where matters o f r e l i g i o n o f t e n 
assumed paramount importance. To assert t h a t these men were not i s o l a t e d 
examples i s not t o maintain t h a t every Anglican parsonage housed a 
s c h o l a r - s a i n t . This argument would be almost as f u t i l e as m a i n t a i n i n g 
t h a t a l l P u r i t a n preaehers were as r a b i d as Hugh Peters o r as s a i n t l y 
as Richard Baxter. Between the extremes i n both camps e x i s t e d an 
enoraous number o f men, d i f f e r i n g w i dely i n a p t i t u d e , a b i l i t y and 
a p p l i c a t i o n , whose chosen duty i t was t o l o o k a f t e r the s p i r i t u a l needs 
o f mankind. B u t l e r , f o r b e t t e r o r f o r worse, was a king'6 man, a 
supporter o f "Arminianism" as i d e n t i f i e d w i t h Archbishop Laud, and 
doubtless, too, as a r e s u l t o f these c o n v i c t i o n , h e l d E r a s t i a n views 
on the bonds between State and Church, acknowledging the primacy o f 
the former. The breed was not uncommon and indeed y i e l d e d a type 
s u f f i c i e n t l y w e l l known as t o make a "character" f o r John E a r l e , l a t e r 
Bishop o f Worcester and S a l i s b u r y , and one o f the Westminster Assembly 
o f d i v i n e s i n 16^3. This character i s given i n f u l l (from the v e r s i o n 
i n Earle's own handwriting) since v i r t u a l l y every phrase seems s t r a n g e l y 
91 
apposite. 
"A grave D i v i n e " 
I s one t h a t knows the burden o f h i s c a l l i n g and hath s t u d i e d to 
make h i s shoulders s u f f i c i e n t . He was not h a s t i e to launch out o f h i s 
p o r t the U n i v e r s i t y , but expected the b a l l a s t o f l e a r n i n g , and the 
wind o f o p p o r t u n i t y . D i v i n i t i e i s not the beginning, but the end 
o 9 « H e r b e r t , the keen amateur musician, iB l e s s w e l l known but Isaak 
Walton, Lives o f Donne, Herbert, Hoeker and Sanderson, gives d e t a i l s p269ff 
90. A f i n e dual biography o f Herbert and H e r r i c k , Two Gentle Men, 
Marchette Chute, amply i l l u s t r a t e s , the s i t u a t i o n o f the incumbent-poet. 
91. John E a r l e : Microcosmographie, Or a peece o f the World discovered 
Ms. Eng misc f 89 (c 1627) Bodleian L i b r a r y f f 8-12 
o f h i s s t u d i e : t p which he takes the o r d i n a r y s t a i r , and makes the 
A r t s h i s way. He counts i t not prophaneness t o be p o l i s h t w i t h 
humane reading or t o smooth h i s way by A r i s t o t l e t o s c h o o l - d i v i n i t y . 
He hath sounded both R e l i g i o n s , and anchord i n the best, and i s a 
Pro t e s t a n t out of judgement, not f a c t i o n , not because h i s c o u n t r i e 
but h i s reason i s on t h i s syde. The M i n i s t e r y i s h i s choice, not 
refuge, and y e t the P u l p i t n o t h i s i t c h , but f e a r e . His discourse 
t h e r e , i s Substance, not a l l Rhetorick, and he u t t e r s more t h i n g s 
than wordes. His speech i s n o t h e l p t w i t h i n f o r c t a c t i o n , but the 
matter a c t s i t s e l f e . He shootes a l l h i s M e d i t a t i o n s a t one B u t t ; and 
beates upon h i s Text* not the cushion, making h i s hearers not the P u l p i t 
grone. I n c i t i n g o f Popish e r r o r s , he c u t t s them w i t h arguments, not 
cudgells them w i t h barren I n v e c t i v e s , and labours more t o shew the 
t r u t h o f h i s caufie, than h i s spleen. His sermon i s l i m i t e d by the 
Method, not the Houre-glass: and h i s Devotion goes along w i t h him out 
o f the P u l p i t t . He comes not up every day because he would n o t be i d l e , 
not t a l k e s t h r e e houres together, because he w i l l n o t t a l k e n o t h i n g , 
but h i s tong preaches a t f i t tymes, and hie conversation alwaies, b e t t e r 
than an Exercise. I n matters o f Ceremonie, he i s not ceremonious; but 
thin k e s he owes t h a t reverence t o the Churoh t o bow h i s judgement t o i t , 
and make more conscience o f a schisme, then a s u r p l i s s . He admires the 
Churches H i e r a r c h i e as the Churches g l o r i e : and however we j a r r e w i t h 
Rome, would not have our Confusion d i s t i n g u i s h us. I n S i m o n i a c a l l 
purchases he thinkes h i s soule goes i n the bargaine, and i s l o t h t o come 
by promotion so deare: y e t h i s worth a t l e n g t h advauhces him, and the 
p r i c e o f h i s own m e r i t buyes him a l y v i n g . He i s no base g r a t e r o f h i s 
Tithes and w i l l n ot wrangle f o r the odd egge. The Lawyer i s the onely 
man he hind e r s , by whom he i s spyted f o r t a k e i n g up q u a r r e l l s . He i s 
a mayne p i l l e r o f our Church, though n e i t h e r Deane, nor Canon; and h i s 
l y f e our R e l i g i o n s best Apology. His Death i s h i s l a s t sermon, 
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where i n the p u l p i t t o f h i s bed he i n s t r u c t s men how to dy by h i s 
example". 
Against the background o f the "personal r u l e " o f Charles I and 
the famous M e t r o l p o l i t i C a l V i s i t a t i o n o f Archbishop Laud, l e d by h i s 
Vicar-General, S i r Nathaniel Brent, (1633-36) the aged B u t l e r began 
work on h i s l a s t book, The P r i n c i p l e s o f Musik. The two books Of the 
P r i n c i p l e s are considered separately i n l a t e r chapters o f t h i s 
d i s s e r t a t i o n . Here i t i s s u f f i c i e n t to n o t i c e t h a t the work appeared 
i n 1636 and was the l a s t new book o f B u t l e r ' s t o appear d u r i n g h i s 
l i f e t i m e . I t was the work o f an o l d man but , as f a r as we know, was 
a new book: a t l e a s t B u t l e r makes no reference t o any intended music-
book i n any o f h i s ot h e r w r i t i n g s . E d i t i o n s o f h i s e a r l i e s t work 
continued to appear i n London, there was one i n 164>2, and a t l e a s t two 
more, a f t e r h i s death, i n 1649 and 1655» the Syngeneia appeared i n 
Fr a n k f u r t i n 16^3; but the P r i n c i p l e s o f Musik enjoyed o n l y one e d i t i o n , 
and was the o n l y one o f h i s books n o t re-issued. . 
There i s l i t t l e t o re c o r d o f the f i n a l years o f Charles B u t l e r 
from the p u b l i c a t i o n o f the P r i n c i p l e s o f Musik i n London t i l l h i s 
death, eleven years l a t e r i n 164?. A poem by the Oxford poet, W i l l i a m . 
Strode, on the occasion o f the p u b l i c a t i o n o f the P r i n c i p l e s , has 
92 93 r e c e n t l y come t o l i g h t , and i s i n c l u d e d a t App B Plate X X I I . 
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Parish Registers a t Wootton cease i n 1643, and Church Warden's Accounts 
stop i n the e a r l y 16*K)'S. When the Long Parliament abolished the o f f i c e 
92T Miss Margaret C Crura Of the Dept. o f Western MSS a t the Bodleian 
L i b r a r y brought t h i s to my n o t i c e . Located a t Corpus C h r i s t ! College, 
C.C.C.325i t h i s MS and unpublished poem was not known t o Stvode's e d i t o r t 
Bertram D o b e l l , who issued a C.E.in 1907. I n c i d e n t a l l y S trodeIs tragic-comedy 
The F l o a t i n g I s l a n d w i t h music by Lawes, was performed before Charles I 
and the Queen, i n Oxford i n 1636. 
93• Discussion o f the Strode MS appears i n Bodleian L i b r a r y Record IV 
(1952-3) M.C. Crura: p.p. 324-335 
94. I t i s not possible t o date the cessation o f these accounts more 
ac c u r a t e l y since a t l e a s t two pages have been "removed" from the end o f 
the book. Accounts resume i n 1662. 
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o f Bishop i n 16^3 many c l e r g y l a s t t h e i r l i v i n g s but B u t l e r was not 
e v i c t e d . Perhaps h i s p i e t y and l e a r n i n g s , h i s r e l a t i o n s h i p w i t h the 
Squire o f Manydown, and h i s venerable age, a l l combined t o give him 
s e c u r i t y o f tenure f o r h i s l a s t days. The Bishop o f Winchester, however, 
was not so f o r t u n a t e , and had to r e s o r t t o the subterfuge o f escaping i n 
a dung-cart from h i s besieged residence. Probably B u t l e r ' s , son-in-law, 
Richard White, Rector o f nearby Worting, helped out a t Wootton during 
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these l a s t years. The Siege o f Basing House and B a t t l e o f Alresfoi'd 
were both too close to Wootton t o provide any Comfort f o r the o l d man, 
while the subsequent news o f the King's defeat a t Marston Moor (2 J u l y 
. 16*»4) and Waseby (14 June 16^5) can o n l y have confirmed h i s worst f e a r s , 
fears soon t o be r e a l i s e d v/ith Charles I ' s "imprisonment" at Carisbrooke 
Castle on the I s l e o f Wight, again q u i t e near home. Charles B u t l e r 
died 29 March 1647 and was b u r i e d i n a nameless grave i n s i d e the church 
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a t Wootton St Lawrence. 
This chapter has been concerned w i t h the l i f e and works o f Charles 
B u t l e r and has attempted t o review the man's achievements against the 
background i n which he worked. I f i t has been successful, the reader 
should now have a c l e a r p i c t u r e o f a d i l i g e n t country parson i n 
seventeenth century England, and o f t h a t man's place and f u n c t i o n i n 
s o c i e t y ; o f an author who produced d i s t i n g u i s h e d and s c h o l a r l y books 
on a wide v a r i e t y o f sub j e c t s , a c l a s s i c on bee-keeping w r i t t e n out o f 
h i s own experience, an o r i g i n a l book on E n g l i s h grammar, an', 
extremely learned t e x t on a f f i n i t y as a bar to matrimony, and a best-
s e l l i n g text-book on l o g i c . I t i s given to few men to reach eminence 
i n such a wide f i e l d o f a c t i v i t y and i t i s given to even fewer t h a t 
95* C.V.Wedgwood, the foremost h i s t o r i a n o f the p e r i o d , sees A l r e s f o r d 
as "an unquestioned and major triumph f o r the Parliamentery f o r c e s , the 
f i r s t i n the war". The King's War, p 285. 
96. According t o Anthony a Wood. 
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they should do so and,remain obscure country parsons. B u t l e r , the 
s c h o l a r l y author o f The P r i n c i p l e s o f Musik i s known to musicians. As 
author.bf the Feminine Monarchy and E n g l i s h Grammar he i s w e l l known 
to bee-keepers and p h i l o l o g i s t s . And y e t , B u t l e r , the Anglican 
clergyman f a r more than h a l f a century, has a t t r a c t e d l i t t l e o r no 
n o t i c e . Several instances have already been c i t e d o f experts i n a 
p a r t i c u l a r d i s c i p l i n e who have w r i t t e n on B u t l e r and ignored or under-
estimated h i s achievements i n o t h e r f i e l d s , even to the extent o f 
c a r e l e s s l y g i v i n g wrong dates and t i t l e s f o r h i s books. The a r t i c l e i n 
Grove's D i c t i o n a r y i s a case i n p o i n t : i t contains s e v e r a l f a c t u a l 
e r r o r s . The second e d i t i o n o f the Feminine Monarchy was i n 1623 and 
produced i n London: the " e t c 1 1 a f t e r the dates o f the E n g l i s h Grammar 
i m p l i e s o t h e r e d i t i o n s ; B u t l e r i s described as " A g r i c u l t u r i s t " ; h i s date 
o f b i r t h i s not even conjectured, h i s death i s queried, but l6*f7« 
These are the f a c t u a l e r r o r s . The " e r r o r s " o f i n t e r p r e t a t i o n s are even 
more g l a r i n g . S e l e c t i v e employments are given, no mention o f him 
being parson o r schoolmaster; mention i s made o f B u t l e r ' s indebtedness 
to Moixiey but no mention a t a l l o f C a l v i s i u s who exerted f a r more 
i n f l u e n c e than Morley. What i s a f e l l o w o f Magdalea College? When 
one considers t h a t i t has taken B u t l e r f i v e e d i t i o n s o f t h i s major work 
to achieve an " e n t r y " i t i s a cause f o r concern t h a t he i s t r e a t e d so 
badly. 
Enough documentary^exists t o make possible the w r i t i n g o f a f u l l -
sc&&e biography o f Charles B u t l e r , but i t would take a man as wise as 
he was t o assume the r e s p o n s i b i l i t y . This chapter has simply 
scratched the surface but one hopes i t has revealed a few tempting 
glimpses o f B u t l e r the man i n h i s background. 
CHAPTER THREE 
The P r i n c i p l e s o f Muslk ... 
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The P r i n c i p l e s o f Musik 
Charles B u t l e r ' s music book appeared i n 1636 under the t i t l e -
admirably succinct by seventeenth century standards - Tho P r i n c i p l e s 
o f Musik, i n Singing and S e t t i n g : wi t h , t h e t w o - f o l d Uso t h e r e o f , 
^ E c c l e s i a s t i c a l and C i v i l j ^ I t i s a volume i n small quarto format, 
answering to the f o l i o w i n g b i b l i o g r a p h i c a l d e s c r i p t i o n , the s t y l e ^ 
k k k o f v/hich i s recommended by E B McKerrow : * - ** , A - R : i . e . 
76 leaves. The book was p r i n t e d " f o r the Author" by John Haviland i n 
London, presumably " I n the Old B a i l e y over against the Sessions House", 
which i s the usual address given i n h i s i m p r i n t from 163^, but which 
doos not appear on t h i s volume. The choice o f Haviland as p r i n t e r was 
undoubtedly imposed upon B u t l e r by expediency v/hich n e c e s s i t a t e d the 
employment o f a London p r i n t e r f o r the l a r g e number o f musical 
i l l u s t r a t i o n s . Haviland had p r i n t e d B u t l e r ' s work i n 1623 and again i n 
1629 but the P r i n c i p l e s o f Musik was h i s f i r s t B u t l e r t e x t i n the 
improved orthography. H a v i l a n d 1 s q u a l i f i c a t i o n s as a m u s i c - p r i n t e r are 
r a t h e r more obscure : he probably p r i n t e d a f o l i o e d i t i o n o f Sternhold 
and Hopkins^ i n 1638, and may have p r i n t e d e a r l i e r e d i t i o n s v/hich are 
no longer e x t a n t . I t i s , however, v/ell e s t a b l i s h e d t h a t Haviland who 
had taken up h i s freedom o f the S t a t i o n e r s ' Company i n 1613, was 
working i n conjunc t i o n w i t h . M i s t r e s s G r i f f i n , the widow o f Edward 
G r i f f i n , who had produced music, and S i r John Lambe's famous "notes" on 
the S t a t i o n e r s recorded t h a t by 1636, Haviland, Robert Young and Miles 
F l e t c h e r ( o r Flesher) had acquired Mistress G r i f f i n s ' business and 
k 
W i l l i a m Stansby's, not t o mention Widow Purslow's . Robert Young, 
1. P o l l a r d and Redgrave S.T.C. ^196 
2. I n t r o d u c t i o n t o B i b l i o g r a p h y f o r L i t e r a r y Students :1967 e d i t i o n 
(1927) pp 155-163 ~ ' 
3. B.U.C. 826 signed I.H. 
k. Arber I I I , 701. See Companion t o Arber, p 100 s e c t i o n 312, 
i n a d d i t i o n . 
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Haviland's p a r t n e r had produced music p r e v i o u s l y , n o t a b l y ElVay 
Bevin's ''Brief and Short I n t r o d u c t i o n " , 1631 and Young, i n c i d e n t a l l y , 
then occupied Peter Short's o l d premises a t the "Starre on Bread-
s t r e e t H i l l " . Stansby, o f course, was one o f the most important music 
p r i n t e r s ' o f h i s day, so t h a t i f h i s e f f e c t s reached the Haviland-
Young-Flesher consortium, they were indeed f o r t u n a t e . 
For the musical examples i n B u t l e r ' s P r i n c i p l e s . . . , t h a t i s fiair the 
great m a j o r i t y which are type-set, Haviland employed a fount o f 
standard 5mm - stave music type, the normal size f o r pocket-versions 
o f the psalms. Steele*' has i s o l a t e d four separate founts o f 5"am type 
i n use before 1600, a l l o f which were used f o r small psalm books. The 
type employed by Haviland i s q u i t e obviously the same as t h a t e x h i b i t e d 
by Steele as Figure 29, used by John Day as f a r back as 15&9 and 
subsequently by Wolfe, East, Windet. and Barley before 1600. The same 
type was being employed by Thomas Harper, l a t e r famous as John Playfor d ' s 
p r i n t e r , i n the 1630's so i t was o b v i o u s l y s t i l l q u i t e popular w i t h 
6 
p r i n t e r s . I t i s a neat, compact, u t i l i t y - type, completely 
undistinguished, i n the t r u e conservative s t y l e o f the E n g l i s h musical 
p r i n t e r s , but i t " j o i n s " w e l l and has a very t i d y face. A s i z e o f only 
5 mm may w e l l sound small f o r a quarto format, e s p e c i a l l y when one 
would imagine t h a t the s i z e had been s p e c i a l l y designed f o r the 
Ubiquitous pocket psalm - book, but the size goes w e l l w i t h Haviland's 
l e t t e r press ( b o t h Roman and I t a l i c ) and only becomes n o t i c e a b l y small 
i n a double page o f music-type. musical examples i n the modern 
e d i t i o n o f B u t l e r are f a c s i m i l e s . The double page spread o f music type 
also appears i n Appendix B, Facsimile 7J 
A few o f the musical examples, notably those concerning l i g a t u r e s 
5. E a r l i e s t E n g l i s h Music P r i n t i n g 1965 ed (1903) p 7 
6. e.g. A l l the French Psalm Tunes, p r i n t e d by Harper, 1632. BM 
3^35. aaa 27 
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on pages 36 and 37 aro p r i n t e d from wood blocks, and c e r t a i n o f the 
diagrams which i l l u s t r a t e the t e x t are also p r i n t e d i n t h i s f a shion. 
Facsimile a t App B Facs £j The "Cyclus TonQrum" on page 13 i s one 
App fi Facs 5J Yet o t h e r musical i l l u s t r a t i o n s appear to have been 
ent r u s t e d t o the p r i n t e r ' s i n g e n u i t y . |App B Facs 6^ J The stave on page 
12 which l a y s out the names o f the notes i n the order i n which they 
appear must have been constructed p u r e l y from spare p a r t s , quads and 
r u l e s , and o t h e r diagrams, p a r t i c u l a r y when they i n v o l v e a l o t o f l e t t e r -
press and music type, must have given Haviland bother. A l l t h i n g s 
considered the p r i n t e r perfoHJKd h i s musical tasks w i t h s k i l l , and from 
time t o time w i t h a l i t t l e a r t i s t r y . (Pages *tO and *f 1, f o r example, are 
a f i n e piece o f wbrkmanship, i n v o l v i n g a l l the p r i n t e r ' s a r t s : 
i n d i v i d u a l s ections are p l e a s a n t l y executed and\;the whole d i s p l a y i s 
remarkably, e f f e c t i v e ) . 
The l a y - o u t o f the l e t t e r - p r e s s i s scarcely l e s s e f f e c t i v e and 
here Haviland performed h i s a l l o t e d task v/ith the whole apparatus 
normally associated w i t h a s c h o l a r l y book. Two s i z e s o f Roman type 
and two o f I t a l i c serve f o r main t e x t and annotations. Greek type i s 
also c a l l e d f o r i o s e v e r a l places. Marginal annotations v/hich provide 
a reference, draw a t t e n t i o n t o an important p o i n t , o r simply a t t r a c t 
the eye o f a reader l o o k i n g f o r something i n a h u r r y : decorated i n i t i a l -
l e t t e r s , rows o f type ornaments and running h e a d - t i t l e s are also aids 
to speedy reference, since a chapter i n v a r i a b l y begins w i t h a decorated 
i n i t i a l and ends v/ith a row o f type-ornaments. jApp B Facs i j The 
l a y - o u t o f the page i s adequate w i t h o u t being l a v i s h and margins on the 
open side are generous and w e l l - s p r i n k l e d v/ith notes. Haviland 
d e l i v e r e d the t e x t a t the r a t e o f 38 l i n e s per page, jZpp B Facs i j 
w hile the Annotations are comparatively crushed a t k? l i n e s per page: 
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|App B Face 2j t h i s , i n addition to the somewhat recondite nature of 
some of the notes, often packed i n never-ending streams of i t a l i c i s e d 
L a t i n , makes hard going of the Annotations. I n t e l l i g e n t use i s made of 
the contrasting q u a l i t i e s of Roman and I t a l i c l e t t e r p r e s s , both characters 
being adapted to Butler's reformed orthography. The Greek fount, however, 
i s a p a r t i c u l a r l y d i r t y specimen and quite d i f f i c u l t for an amatffiuxr 
to assimilate. Quotations from Greek and L a t i n (and the few Hebrew 
words) are invariably given i n standard orthography. So much for John 
Haviland's contribution to The P r i n c i p l e s of. Musik, a contribution we 
can define as craftsman!ike and competent, but devoid of d i s t i n c t i o n . 
Perhaps h i s best claim to fame i n t h i s book i s that he printed complex 
le t t e r p r e s s with remarkably few errors, so few that i t has been 
possible to itemise each one. 
Now to Butler's contribution. One assumes that the r e s p o n s i b i l i t y 
for dividing the P r i n c i p l e s into books, chapters, sections and sub-
sections, i s to be l a i d upon the author and that the printer simply 
foliowed instructions. As a text i t was quite dbviously designed to be 
read at different l e v e l s and i n different ways, but i t s p r i n c i p a l 
appeal i s to the educated amateur, aiming at the same type of audience 
as Marley's Plaine and Easie Introduction had sought. The P r i n c i p l e s 
i s b a s i c a l l y a scholarly book which provides a good deal of sound 
p r a c t i c a l advice. Reading without reference to the Annotations, the 
diligent amateur must have found a sensible and very sane book, often 
cutting through an enormous amount of arcane mystery i n a deft sentence, 
while at the same time leaving the reader i n no doubt that composers 
are born not made. The amateur who was something of a scholar could not 
f a i l to have been impressed by the precise and accurate documentation 
of Butler's annotations, by the masterly command of sources, p a r t i c u l a r l y 
of the c l a s s i c a l and medieval aut h o r i t i e s . The professional musician, 
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too, could well have gained immense p r o f i t and pleasure from,Butler 1s 
text, which does not simply provide r u l e s and regulations but explains 
the nature and antiquity of hi s a r t from Old Testament to njodern times. 
We know that the book appealed to John Jenkins for i t was he' who 
recommended i t to Roger North who i n turn sang i t s praises at the 
expense of Playford's Introduction. Playford himself thought very highly 
of the book and did not scruple to use Butler's h i s t o r i c a l summary 
jthe Preface to the P r i n c i p l e s ^ i n h i s Introduction,without open 
acknowledgment. I t i s safe to assume, at t h i s l a t e date, that there was 
only one edition of Butler's book, although a l l copies may not have 
been issued at the same time. The normal practice appears to have been 
to print many more copies than went into immediate c i r c u l a t i o n and then 
for these to remain i n sheets u n t i l they were c&lled for. For t h i s 
reason i t would probably have taken many years before the improssion 
was exhausted. North's testimony that he borrowed a copy from Jenkins 
suggests that a l l copies were i n c i r c u l a t i o n by the end of the century, 
since he could well have afforded to buy. one i f he valued the book as 
he did. The number of surviving copies indicates a f a i r l y large edition, 
perhaps as high as seven or eight hundred copies. Playford Sale 
Catalogues at the B r i t i s h Museum prove that copies were s t i l l changing 
7 
hands at the end of the seventeenth century and a copy was offered for 
tiro and a h a l f guineas at a Calkin and Budd Sale i n l8Vt, there 
8 
described as "excessively scarce" t and s e l l i n g at a higher price than 
a l l the English theorists, Morley included. 
o 
James Pruett i n h i s a r t i c l e on Butler suggests that Butler i n 
adopting the sequence of exposition followed by annotation was copying 
7. B.M. Bagford: Harleian 5936. Nos ^ 19,^20,^21, ^22-8 
8. Calkin and Budd: A Catalogue... p. 177 BM 
9. "Charles Butler, Musician Grammarian and Ap r i a c i s v 1 Mus Quarterly p 5 
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Marley, but he was following the convention of the scholarly book 
over which Parley held no monopoly. I n any case, i f Pruett had read 
Mgirley's o r i g i n a l instead of the Harman edition he would have found 
that Morloy c o l l e c t s a l l h i s Annotations at the end of the book.'tho 
Plaine and Easie Introduction was the only book to issue from Marley's 
pen whereas Butler had been writing books since 1593* 
10 
M.C. Boyd i s no great admirer of Butler. He j u s t i f i e s t h i s lack 
of appreciation i n a s e r i e s of sweeping charges against the book, 
most of which are without foundation. Here i s Boyd's indictment: 
BUTLER : contains an i n s u f f i c i e n t number of musical i l l u s t r a t i o n s 
devotes too l i t t l e space to some topics puzzling 
to students 
lacks the lightness and humour of KoJifcley's .... 
show3 no r e a l enthusiasm for the compositions i t 
mentions 
f a l l s into a number of avoidable errors, 
quotes ancient and medieval opinion as i f they applied 
: to modern music (without suspecting that a musical 
revolution was going on). 
I t would be an imposition upon the reader's good nature to be 
faced with a long analysis of the foregoing charges, more es p e c i a l l y as 
some of them are quite obviously t r i v i a l , depending on matters of 
fashion or mere personal opinion. There i s not an unusually small number 
of musical examples by seventeenth century standards. Butler's book 
may lack Marley's lightness and humour but i t does have i t s own very 
sp e c i a l brand of humour and when Butler' ; plays with words he does i t 
10. Elizabethan Music and Musical Criticism,1962, p 2^8. Later (p276) 
Boyd describes Butler as M.A. of Cambridge University! 
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most e f f e c t i v e l y . Morley's lightness and humour are well suited to 
the dialogue form but t h i s form tends to produce a lengthy text, 
p a r t i c u l a r l y when a l l three characters j o i n i n the act. I t i s impossible 
to decide j u s t who are the students puzzled by Butler's omission: i f 
he has unearthed some contemporary evidence about the reception of 
the P r i n c i p l e s he does not present i t ; i f he i s here r e f e r r i n g to 
twentieth-century students, the charge i s not worth mentioning. 
Butler does f a l l into several errors: t h i s alone of s i x s p e c i f i c charges 
w i l l s t i c k , but i t applies to a l l other t h e o r i s t s . Dr. Boyd does not 
specify the errors to which he r e f e r s which makes c r i t i c i s m of his 
judgments d i f f i c u l t but one suspects that he i s drawing attention to 
several points on which Butler d i f f e r s from Morley and Ornithoparcus, 
to both of whom Boyd unfavourably compares Butler. I n several places 
Butler makes mistakes, one a genuine mathematical howler, but Boyd 
seems not to have noted these and the errors to which he r e f e r s seem to 
be errors of opinion (rather than f a c t ) : such errors are the prerogative 
of a l l authors. The accusation that Butler shows no enthusiasm for the 
music he mentions i s a figment of Boyd's imagination, completely untrue. 
In a s i m i l a r manner, nowhere does Butler quote ancient and medieval 
opinion as applying to modern music. He quotes ancient and medieval 
definitions of musical phenomena: an i n t e r v a l , when a l l i s said and done, 
i s a distance between a high sound and a lov; sound, whether Boethius 
sa i d i t i n L a t i n , Aristoxenus i n Greek, or Butler i n English. This 
i s as far as Butler follows the ancients, and since a great measure of 
the P r i n c i p l e s i s concerned with recording the antiquity of music and 
i t s status through the ages, h i s technique i s not only legitimate but 
e s s e n t i a l . L a s t l y , a musical revolution i s always going on. Theorists 
codify p r a c t i c e : composers make revolutions. 
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We have already noted that Roger North and John Jenkins championed 
the P r i n c i p l e s of Musik. North, indeed, was a passionate admirer of 
Butler, as we see from the following extract, which, given i n f u l l , 
places Butler i n h i s background and tempers some o f the extravagant 
praise accorded to Marley i n recent years. 
"This book of Morley hath s u f f i c i e n t l y shewed the r u l e s of musick 
i n h i s time, but i t i s not easy to gather them out of h i s dialogue way 
of wrighting, which according to usage i s s t u f t v/ith abundance of 
impertinences, and also with matters, i n our practise, wholly obsolete. 
I know many serve themselves of Mr. Sympson's books, which are doubdtless 
very good, and vjorthy as could be expected from a meer musick master, 
as he was, but they are not compleat. Nay some make a s h i f t v/ith poor 
old Playford's I n t r o d u c t i o n ^ f which may be truely sayd that i t i s but 
j u s t ( i f at a l l ) better than none. But there i s a musicall grammer 
ever to be recomended, compiled by a learned man, and compleat i n a l l 
graramaticall formes. I t was put out by a famous master of science 
Mr. Butler, and I do not know another i n any language comparable to i t . 
And one may be secure that whatever i s done pursuant to the prescriptions 
11 
of t h i s work, cannot be i r r e g u l a r or absurd..." 
I n fairness, i t must be admitted that t h i s paragraph t e l l s us 
more about North than i t t e l l s us about Marley, Simpson, Playford and 
Butler : North v/as Butler's i d e a l reader. The only contemporary 
c r i t i c i s m of Butler's book appears to be a manuscript and unpublished 
poem by the Oxford poet William Strode which has survived i n the l i b r a r y 
of Carpus ChristiColiege, Oxford and was apparently not known to the 
editor of Strode 1s complete works, Dobell. This may have been intended 
for i nclusion among the prefatfeary; poems of The Principles,but i s more 
l i k e l y to have been Strode's spontaneous offering on receipt of 
11. from Roger North on Music,gd. John Wilson, p. 137 
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12 Butler's book. 
The two giants of English Musical History, Burney and Hawkins, 
writing at the end of the eighteenth century, were unanimous i n t h e i r 
13 -praise of Butler. Burney describes The P r i n c i p l e s as "better 
digested, more compressed and replete with useful information, than 
any work of the kind that appeared for more than a century a f t e r 
1* 
Parley's Introduction". Hawkins t e s t i f i e s that the book "abounds 
with a great variety of curious learning r e l a t i n g to music, selected 
from the best writers' ancient and modern..." Subsequent English Musical 
Historians, relying heavily on these two men, were content to echo 
15 
these sentiments. Henry Davey c a l l s The P r i n c i p l e s "a very admirable 
theoretical treatise'.' Ernest Walker, 1907, and Walker revised Westrup 
16 
1952, make no mention of Butler's name. The l a t e Gerald Hayes, i n a 
broadcast t a l k , confessed to being somewhat disappointed by Butler's 
music book, although he did say, enigmatically, that, " i f only i t had 
appeared before 1600, i t would have been a major work". Hayes' 
in t e r e s t i n Butler's l i f e and work was wide but not apparently deep. 
Most of the information contained i n h i s t a l k was taken fnrm Canon Money's 
pamphlet and QLB one of the few occasions Hayes made a dire c t reference 
to contemporary music he unfortunately chose as h i s example of Butler's 
reference to contemporary musicians, Orlando Gibbons, the only ; 
important musician of the day whom Butler had ignored. 
12.. Poem i s included among the p i c t o r i a l i l l u s t r a t i o n s 
?U ?£' f * P i J 8 1 • 6. B.B.C. lif Nov. 195* TM-. Mod. ed. p 575 col x 
15. History of English Music, 1895, P 297 
16. J.A. TJestrup's review of the Reaney Da Capo facsirailo edition of 
1970, [Music and L e t t e r s Vol 52, No. 2 A p r i l 1971, p207T goes some way 
to explain t h i s omission. Butler's book i s here described as "cluttered 
up with Pibsole.te lore and interminable references to the Old Testament 
and ancient authors. I t d i f f i c u l t to believe that anyone who possessed 
Morley's book would have learned anything more from Butler... a more 
serious obstacle i n the intrusion of so much that i s i r r e l e v a n t and the 
lack of any r e a l l y p r a c t i c a l i n s t r u c t i o n " . 
The Principles, of Musik i n singing and setting i s unique i n one 
important aspect : i t i s the only book which sets out with a two-fold 
purpose, to in s t r u c t the musical reader and to j u s t i f y music's existence. 
The f i r s t part of Butler's purpose needs no explanation, nor does i t 
merit defence, but the apology for music stands i n need of both. I t may 
have been written as an academic exercise, or even perhaps as a 
provider of mere bulk to an otherwise slender volume, but i t i s much 
more l i k e l y to have been written because Butler seriously believed 
that forces were abroad i n society that were determined to stamp out 
music and not simply from church worship. This w i l l be more f u l l y 
discussed l a t e r . 
Book One of The P r i n c i p l e s concerns i t s e l f with the rudiments of 
music and provides elementary inst r u c t i o n i n the a r t of composition. 
The book i s divided under four comprehensive chapter headings, The Moods, 
Singing* Setting, and the ways of Setting: Chapters two, three and 
four are broken down into sections and sub-sections; the section treating 
of an individual topic, and sub-section of a p a r t i c u l a r aspect of that 
topic. Butler supplies annotations af t e r each section, thereby making 
the detailed and often lengthy explanations more immediately available 
to the reader. Reference between main text and annatations i s usually 
effected by means of a l e t t e r i n the main text and: the corresponding 
l e t t e r i n the annatations. For easier reference the margins are also 
used for catch-words and l e t t e r s . A knowledge of L a t i n i s hardly 
e s s e n t i a l for the reading of the text since Butler tends there to 
translate or paraphrase h i s quotations but i n the annotations the reader 
without L a t i n would be hard pressed to follow the arguments, some of 
which are given e n t i r e l y i n that language. Most of the Greek quotations 
are translated into L a t i n , or presented i n t h e i r accepted L a t i n versions. 
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Greek r a r e l y appears i n the main text or annotations. Occasionally, 
probably out of habit, and usually on a r h e t o r i c a l point, Butler 
explains himself i n L a t i n . Butler's use of Hebrew i s confined to the 
giving of Hebrew words for wind instruments, strings and auch l i k e ; i f 
h i s command of that language was well-founded, the most that can be 
s a i d i s that i t does not show. Fluency i n L a t i n and a working knowledge 
of Greek would, of course, have presented no problems to anyone who was 
interested enough to want to grapple with Butler's annotations. 
The modern reader w i l l not find every word of Butler subjected to 
minute analysis i n these pages. Instead, he w i l l find that Butler's 
text has been treated s e l e c t i v e l y i n an e f f o r t to search out our author's 
individual contribution to English musical theory, to assess h i s 
strengths and weaknesses, and to see to what extent he was indebted to 
e a r l i e r w r iters. Where large, sections of our author's writing receive 
but passing attention or are t o t a l l y ignored, t h i s i s not to imply i n 
the s l i g h t e s t degree that' the passages are worthless, but simply that 
they are conventional and represent received ideas adequately explained 
and noted i n the text. 
The main part of the book i s preceded by an E p i s t l e Dedicatory and 
a Preface to the Reader i n accordance with prevailing fashion amongst 
seventeenth century authors. The E p i s t l e i s addressed to King Charles I 
and i s written i n language of studied moderation i n marked contrast to 
the usual fulsome f l a t t e r i e s of many such dedications. Butler preaches 
the A r i s t o t e l i a n concept of the thrjge a r t s necessary for the education of 
youth, Grammar, Music and Gymnastic, the f i r B t two as d i s c i p l i n e s of 
speech and the l a s t a6 a d i s c i p l i n e for the body. Furthermore our author 
emphasises the close association of music and grammar i n ancient times, and 
demonstrates the unique position of music as the one science allovjed 
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inside the church. David i s c i t e d as a king whose example ought to be 
followed, while Constantine, ThSoddsiusB, ^ Nlstttnian and Charlemagne are 
shown to be h i s l o g i c a l successors. Even closer at hand, Charles the 
NinblWi of France and James I of England are both honoured for th e i r 
i n t e r e s t i n music and presented as models worthy of imitation. 
The Preface to the Reader concerns i t s e l f with the orgins of 
music i n the ancient TOrid, Hebrew, Greek and Roman, showing the ar t 
always to have been h e l d i i n great estimation, numbering such men as 
Plato and Soerates among i t s admirers and prac t i t i o n e r s . More recent 
examples from Alfred the Great to Henry V I I I are brought forward. 
Butler shows that while there existed i n the ancient c i v i l i s a t i o n s some 
genuine doubt concerning the f i r s t musicians, a l l the authorities were 
agreed that musicians and that a r t were deserving of respect. Even 
animals were not immune to the powers of music with one exception of 
the ass. Classical- authors may not agree on who was the f i r s t musician ; 
OrpheJis, Linus, Amphiiito, Terpander, Mercury, Minerva, Apollo, the 
Muses; but the people of God, Butler suggests, must surely acknowledge 
that Jubal* son of Lamech, the s i x t h from Adam, was the f i r s t musician. 
These f i r s t two sections represent Butler's synthesis of musical 
history which, however rudimentary, appears to have been h i s own. The 
substance of these sections waB taken over by John Playford for h i s 
Introduction, and lasted as long as that book, from 165^ to 1730. 
Playford added a l i t t l e here and there from other and l a t e r authors, and 
the occasional gem from h i s own personal experience, but i n essance 
the introduction to the Introduction was borrowed, without acknowledgement 
from Butler. 
Book One, Chapter One takes as i t s subject the "Moods" and 
exhibits Butler's st y l e to perfection. The main text i s brevity i t s e l f , 
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and the model of organised arrangement. Butler considered that a l l 
music could be accommodated within five modes, Doric, Lydian, AeoILie, 
Phrygian and IonicC : t h i s t h e s i s has caused modern commentators 
considerable trouble. Pruett, amazed that anyone should question 
Glarean's c l a s s i f i c a t i o n of mod&l practice, says : , ,Perhaps t h i s 
negation i s i n l i n e with h i s heavy reliance on b i b l i c a l and p a t r i s t i c 
17 
authority i n musical things. Further clouding Butler's explication of 
the modes i s the f a i l u r e to note the ambitus of each mode, although v/e 
have no reason to believe that the ranges of h i s five modes would be 
different from those normally accepted i n the early 1?th century". 
Boyd adds : "So far had they been forgotten jthe modesj that he c l a s s i f i e s 
18 
them according to the i r emotional character, rather than by Jiheir 
Tonic note". Jone presumes that Dr. Boyd means F i n a l and not Tonic notej 
Butler, i n fact, c l a s s i f i e s the modes i n accordance with t h e i r ethos, 
although he was perfectly well acquainted with Dodecachordon and 
understood the modal ambitus. His concern over the e t h i c a l q u a l i t i e s 
of music i s of course d i r e c t l y owing to Plato and A r i s t o t l e rather than 
to the church fathers and the bible, and h i s f a i l u r e to conform to 
Glarean's codification of the modes springs from the conviction that 
Glarean's theories were, dare one say, outmoded I " S k i l l f u l musicians 
know how to form any Mood i n any Key or Tone indifferently"(p. 2 ) 
I t i s perhaps of some significance that John Milton, musical son of a 
musical father, also adopts Butler's c l a s s i f i c a t i o n , doubtless having htn, 
19 
nurtured on the same c l a s s i c a l diet. The whole confusion which has 
l a s t e d for centuries and which, i n some measure s t i l l e x i s t s , i s the 17. "Charles Butler : Musican,Grammarian, A p i a r i s t " . Musical Quarterly 
18. KLizabethen Music and Musical C r i t i c i s m p 2*6 
19- The subject i s discussed f u l l y i n Spaeth: Milton's Knowledge of 
Music 
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r e s u l t of theorists i n s i s t i n g upon applying the Greek e t h i c a l names to 
the e c c l e s i a s t i c a l modes, implying that the Greek modes were the same 
as the church modes. I t i s of paramount importance to anyone attempting 
to write on t h i s subject to try to achieve some knowledge of both 
Greek music and the e c c l e s i a s t i c a l modes, but particulary of the state 
of knowledge i n respect of both topics during the seventeenth century. 
Certainly, to Glarean, the Dorian mo.de, ran from D to D, with a dominant 
on A and D as the f i n a l , but i t i s a salutary thought that both Zarlino 
and Mersenne were equally certain that the same mode ran C - g - C and 
G a l i l e i , Mei, and Doni, i n I t a l y were likewise convinced that t h e i r 
Dorian was correct : i t ran from E to E. To present the Dodecachordon 
as gospel on a l l matters of modes i s too f a c i l e . Butler knew h i s 
Glarean and h i s Mersenne and was probably aware of a l l the p i t f a l l s of 
presenting dogmatic conclusions on matters imperfectly understood. I n 
accepting the five e t h i c a l moods from antiquity by way of such reputable 
authorities as Plato, A r i s t o t l e , Cicero, Macrobius, Boeth&ns and 
Cassiodorus, and by emphasising t h e i r e t h i c a l and mimetic q u a l i t i e s , 
he was i n r e a l i t y putting forward the points on which a l l t h e o r i s t s 
agreed. Wrangle as they did over whert^ a mode began, they a l l agreed 
that music had ethos and that t h i s ethos was powerfully a f f e c t i v e . I t 
i s important to remember that Butler knew h i s ancient t h e o r i s t s , 
excepting pseudo-Plutarch, only through the work of Boethius. One of 
the most s i g n i f i c a n t Greek th e o r i s t s , Aristoxenus, had been translated 
i n 1562 : the translation had been made by Antonio Gogova at the request 
of Zarlino, but had arrived too l a t e to be of much use to him. Meiboraius' 
famous c o l l e c t i o n of Greek th e o r i s t s did not appear t i l l 1652, so that 
i t i s no wonder that Butler was hardly i n a position to give d e f i n i t i v e 
information of the Greek modes. Only one piece of Greek music had 
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ever appeared i n p r i n t , and that was untranscribed, i n G a l i l e i ' s 
Discorso..., 1591. I t was also due to G a i l e i that the deduction was 
made that the Greek harmoniai were species of the octave and that t h e i r 
tohoi were transposition s c a l e s . Both harmoniai and tonoi could be 
c a l l e d Dorian Lydian etc. The same man also asserted, and proved 
( c o r r e c t l y ) that as octave species the modes ought to be given i n 
descending order of pitch, so that the systems put forward by Zarlino 
and Glarean, i n addition to f a u l t s already mentioned, were both 
upside down. 
One page of text i s followed by seven pages of notes, teeming 
with references, c l a s s i c a l , p a t r i s t i c , medieval. Of s p e c i f i c a l l y 
musical w r i t e r s , Glarean, Plutarch, Boethius, Cassiodorus and Mersenne, 
are a l l c a l l e d upon to give evidence, while there are many to p i c a l 
a l l u s i o n s to musical p r a c t i c e . Eavenscrofts* Whole Booke of Psalmes, 
Franois Quarles Divine Poems , Thomas Tomkins' "When David, heard...", 
the "Battle G a l l i a r d " (probably Byrd's) madrigals, canzonets, pavans, 
g a l l i a r d s , ballads; a l l present themselves for discussion, thereby 
t e s t i f y i n g to the author's involvement i n music at l e a s t as far as the 
early 1620's. The c l a s s i c a l references e a s i l y outweigh the others and 
many are to musical commonplaces, l i k e the eighth book of A r i s t o t l e ' s 
P o l i t i c s . The story of E r i c u s musicus, likewise, seems to turn up, from 
Krantz, i n a l l contemporary discussion of the power of music: Mersenne 
gives the same story. Equally popular i s the t a l e of Timotheus and 
Alexander the Great. Augustine'B d e f i n i t i o n of music, " s c i e n t i a bene 
modulandi", appears time and time again. Yet, many of the references 
are unique to Butler: Tacitus' characterization of our ancestors, 
"cantantes ibant ad bellum"; Peter Martyr's statement on the uses of 
music; these, and a l l the references to contemporary music, are Butler. 
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Doubtless these annotations show a mastery'of c l a s s i c a l sources, but 
many seventeenth century writers were equally adept i n t h i s f i e l d . 
Butler's learning he c a r r i e s l i g h t l y but i t i s nonetheless wide. Uhere 
he exhibits h i s consumitoate s k i l l i s i n the way i n v/hich he marshalls 
and presents h i s information, the short straightforward chapter followed 
by the complex, reference -studded notes, i n neither of which i s a 
word wasted. The. notes are l o g i c a l l y arranged and lead on, references 
are c l e a r l y indicated, marginal notes jump out at the reader : Thomas 
Tomkins rubs shoulders with Cicero and King Saul leaving the reader the 
impression that music i s an a r t that has been honoured since b i b l i c a l 
times, which i s , of course, Butler's t h e s i s . 
Butler's treatment of the modes cannot be explained away as an 
error of fact, no* i s i t an error of interpretation. He i s perfectly 
consistent i n h i s treatment as h i s text and annotations prove. Well 
aware that the modes had been c l a s s i f i e d according to t h e i r f i n a l s , he 
refused to admit that such c l a s s i f i c a t i o n had any application to contemporary,, 
music, but to the more ancient idea, that music contained i n i t s e l f the 
power to influence the mind of man i n several very s p e c i f i c ways, he 
rea d i l y subscribed. We have seen that the theorists could not agree 
on the s e r i e s of notes for each mode, but they did agree on the 
a f f e c t i v e quality of the music. Of the many sixteenth and seventeenth 
century theorists who had written authoritatively on the moods, Butler 
appears to have known or consulted only Glarean and Mersenne. He 
mention^ &arlino, but only by way of C a l v i s i u s , and i n a different 
context, and shows no acquaintance with the anti-Zarlino faction of 
G a l i l e i , Mei and Doni, nor with t h e i r genuine discoveries on Greek music. 
Butler makes no statement to the e f f e c t that he understood the c o n f l i c t 
between Greek and e c c l e s i a s t i c a l modes, or that he was even aware that 
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the matter was one of dispute. He i s the only v/tjtter who explains 
the modes without a single reference to musical notes or i n t e r v a l s . His 
annotations on the modes show him to be quite convinced that the old 
modes as a s e r i e s of notes had no application to h i s music, but at 
the same time, he was equally sure that the e t h i c a l character of music 
was s t i l l a v a l i d concept for the seventeenth century. By maintaining 
t h i s position, and placing contemporary types and s t y l e s of music 
into t h e i r respective Greek categories, he was not simply re-emphasising 
what a l l the the o r i s t s believed about the power of music; he was 
st r e s s i n g that these b e l i e f s had served Hebrews, Greeks, Romans, and 
would continue to serve the seventeenth century., The close association 
of words with music so often affirmed by the ancient Greek wr i t e r s 
explaining the e t h i c a l and mimetic q u a l i t i e s of the modes receives 
strong support from Butler. He considers that the Doric and Lydian 
moods are p a r t i c u l a r l y associated with sacred compositions, namely 
metrical psalms, hymns and anthems. I t i s , i n h i s view, the function 
of the Aeolian mode to "pacify the passions of the mind"; the Phrygian 
should rouse the s p i r i t , and " i n c i t e t h to arms and a c t i v i t y : the Ioni c 
he v i s u a l i s e s as the purveyor of "honest mirth and delight". The 
correspondence between Butler's views and Milton's on the function of 
20 
the modes i s remarkable close. Spaeth characterises the Lydian 
made as "s o f t , effeminate and passionate" i n an e f f o r t to agree with 
Plato's sentiment that the Lydian was one of the "solute" modes, but 
he i s here dist o r t i n g Milton's meaning. The section of L'Allegro to 
which Spaeth r e f e r s characterises the Lydian mode i n exactly the way 
Butler describes, "with i t s heavenly harmony, ravisheth the mind with 
a kind of ecstasy, l i f t i n g i t up from the regard of earthly things into 
20. Milton's Knowledge of Music : p 162 
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the desire of c e l e s t i a l joys". Compare t h i s with Milton: 
"Lap me i n soft Lydian a i r s 
Married to immortal verse... 
The melting voice through mazes running 
,Untwisting a l l the chains that t i e 
The hidden soul of harmony". (L'Allegro 135-**) 
Chapter Tub t r e a t s of singing, which, Butler explains i n one of 
h i s many r h e t o r i c a l notes, includes both singing and playing. The f i r s t 
section i s devoted to the "number of the notes" where Butler demonstrates 
that the majority of vocal writing l i e s within the range of 3 septenaries, 
from the bottom note of a man's bass to the top note of a boy's treble. 
Instruments, of course, have extended t h i s range i n both directions; 
Butler c i t e s the v i r g i n a l and organ as examples of greater compass. He 
was quite c e r t a i n l y a player of both instruments and throughout the 
book provides several examples of sound corroborative evidence for the 
organologist. Rarely does he have anything o r i g i n a l to report an 
instruments but i t i s interesting to note that several suriving 
sp e c i f i c a t i o n s for contemporary organs accord with h i s descriptions," 51 
notes i n the direct and natural order of the scale, beside the 20 
extraordinary he rmitones, and the second Set both of P r i n c i p a l s and 
Diapasons".. Section Two deals with the names of the notes, by which 
Butler means the old colmization s y l l a b l e s . Having previously divided 
the vocal compass into three septenaries, Butler i s quick to point 
out that for these seven notes there are only s i x names, the seventh 
note, being a semitone above l a being given the same name as the fourth, 
fa, but spelt pha by Butler, to distinguish i t . 
Butler's exposition of h i s views on solmization shows that h i s 
approach was quite modern. Morley, for instance, at the end of the 
sixteenth century seems to have been strongly comitted to the old 
203 
hexachord system, while Butler i s at home with the octave species. I t 
i s worth r e c a l l i n g that Campion, too, advocated the octave rather than 
the hexaehord as a solmization unit, at l e a s t i n h i s musical examples. 
Butler i s the f i r s t Englishman to suggest a name for the seventh note, 
pha, but h i s system must have stood l i t t l e chance of catching on i n 
England where ut & re had already v i r t u a l l y disappeared arid the 
remaining four s y l l a b l e s were quite s u f f i c i e n t to cover any 
event u a l i t i e s . I t stood no chance of catching on abroad since the 
continental countries had th e i r own system and Butler, of course,wrote 
i n English, which inevitably r e s t r i c t e d h i s influence. Since Butler 
himself l a t e r r e f e r s to the continental systems, a few extra d e t a i l s 
may not be misplaced at t h i s juncture. Kockstro's a r t i c l e i n Grove V 
reads authoritatively and i s accurate on the very early d e t a i l s of 
solmization. But where he states that "the definite use of a seventh 
s y l l a b l e cannot be traced back to an e a r l i e r date than the year 1599) 
when the subject was broached...Puteanus...proposed the use of b i , " 
"he i s not correct. I t i s now generally accepted that the Spaniard 
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Ramos de Pareja was the f i r s t to suggest a seventh s y l l a b l e , and 
in c i d e n t a l l y s i x new ones to replace the Guidonian s y l l a b l e s . Ramos' 
system, springing from the La t i n l i n e " p s a l - l i - t u r per vo-cee i s - t a r " 
22 23 was based on the octave. Piotro Aron , writing i n 1516, also 
supports the divis i o n of tonal material into octaves. Waelraht's 
"bocedization" Qystem, again based on seven s y l l a b l e s precedes Puteanus. 
Mersenne state that the s y l l a b l e " s i " which did become established 
was the invention of a French musician named Le Maire: so says 
21. MusicB. practice, Bologna 1*82 
22. Reese, Music i n the Renaissance p 182 suggests that Ramo<s may have 
been influenced i n h i s divi s i o n of tonal material into octaves by 
Joannes G a l l i c u s ( f l c 1**2 at Mantua) 
23. De I n s t i t u t i o n s harmonica 
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S i r John Hawkins who himself supports Puteanus', Burney, however, 
quotes from Zacconi'e P r a c t i c a dl Musica,that one Anselmo Fiamingo, 
musician to the Duke of Bavaria, proposed the completion of the 
octave by adding the s y l l a b l e s s i and bo : Zacconi's book was 
published i n 1596. Burney further r e l a t e s that Mersenne declares 
h i s support for an annoymous author i n Flanders who i s supposed to 
have proposed the self-same s y l l a b l e s i n 15^7 : Burney kindly i d e n t i f i e s 
the source as Quaestiones celeberrimae i n Genesim..., published i n 
1623 and well known to Butler. Our author notes that i s common practice 
to omit ut and re i n solmization, singing s o l and l a instead. This 
was duly recorded by Burney as "the e a r l i e s t English writer that I 
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have read who mentions the ommision of ut and re i n solmization 1 1 , 
but here the Doctor i s i n error. Morley, 1597, by h i s solmization 
excercises, connives at the omission, and Bathe i n 15&7 shows that the. 
practice was even then quite common. I t i s perhaps of more importance 
that Butler does not commend the neglect of ut and re, for the very 
p r a c t i c a l reason that i t was most confusing for beginners. Butler's 
terminology does not accord with our practice : h i s 'note' i s a 
solmization s y l l a b l e ; by ' c l e f f * (variously s p e l t ) and'key' he means 
a named note (FF, F, f, f f ) : "signed c l e f f " represents our modern c l e f . 
He sees the function of the signed c l e f to locate Treble 6, Mean C 
and Bass F. Annotations, t h i s time l a s t i n g eight pages, support the 
text with h i s t o r i c a l information, more detailed explanations, and 
diagrams. These annotations which constitute a sort of running 
commentary on a very l u c i d text are not a l l of equal value. This i s 
not the place to discuss each and every note i n the l i g h t of our much 
2k, General History mod ed. pp 159-60n 
25. General History mod ed p k?6 (Vol I ) 
26. Burney Dover Edn. Vol. I p *f77 
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wider knowledge of, say, Greek musical practice, (which i n any case 
has been treated i n the individual notes to the modern edition) but 
i t ought to be pointed out at t h i s early stage that those annotations 
which concentrate on giving p r a c t i c a l advice to the learner are far 
more valuable than some of the speculative or h i s t o r i c a l notes. 
Butler's advice on sharp and f l a t keys i s most pointed; h i s remarks 
on the neglect of ut and re are devastatingly accurate i n t h e i r 
direction towards those who would make the a r t of music more d i f f i c u l t 
for the beginner; h i s own version of the "Guidonian Hand" offe r s wise 
counsel to the u n i n i t i a t e d . 
Section Three of the f i r s t chapter i s one of the shortest i n 
the book and i s e n t i t l e d the "Tune of Notes". Bearing i n mind that 
Butler i s r e f e r r i n g to solraization s y l l a b l e s , we learn that he contends 
that the only distances between these s y l l a b l e s are a tone or a 
semitone and that each tone i s the same as every other tone, and 
the same applies to semitones. He recommends two ways of becoming 
proficient i n distinguishing these two fundamental distances, by the 
voice of a teacher, or the use of a fretted instrument. This time the 
annotations centre round the Aristoxonian and Pythagorean? controversy 
over the equality of tones and semitones; the g r i s t for t h i s m i l l comes 
v i a BoethijoS': who seems to have supported Philalams, himself ; a 
Pythagorean,-. Butler appears to have had l i t t l e time for, and l e s s 
understanding ofjthe very r e a l problems of tunings. With c h a r a c t e r i s t i c 
i n t e l l e c t u a l i n t e g r i t y he presents both sides of the case as far as 
he was able to see i t , e l e c t s to follow Aristoxenus, probably because 
he was simpler, and then asserts the common-senee view of the 
" p r a c t i c a l musician", demolishing a l l other possible tunings as 
"mere fancy, forged only by melancholic imaginations". The 
doctrine that a l l tones are the same, and a l l semitones the same, i s 
obviously absolutely necessary for the musical beginner, but i t ought 
not to be presented as dogma, and could not be so presented by anyone 
who had troubled to t r y a few simple experiments. This defect i s 
c h a r a c t e r i s t i c of Butler and appears whenever the " s c i e n t i f i c " side 
of music comes under scrutiny: h i s attitude to music i s wholly p r a c t i c a l . 
0 Nowhere i n The P r i n c i p l e s i s the bias towards p r a c t i c a l music 
more pronounced than i t i s on the question of the "tunings". Butler 
states the c o n f l i c t i n g views of Aristoxenus and Philalaus, the 
d i s c i p l e of Pythagoras; the opinion of both Greek theorists were 
available to our author bjt way of Boethius' De Musica which seems to 
have been h i s only source for the Greek t h e o r i s t s . Aristoxenus i n 
"allowing the ear to be the ultimate judge" i n matters of tuning, 
claims Butler's immediate respect, while the system advocated by 
Philolaus and defended by Boethius, with i t s d i s t i n c t l y mathematical 
flavour, provokes a c e r t a i n amount of r i d i c u l e farom Butler: "But that 
i t i s indeed a mere fancy, forged only be melancholic imaginations, 
there i s no musician so simple that knoweth not; and that the Just 
Hemitone i s that v/hich naturally passeth i n the order or s e r i e s of the 
notes i n the Heptachords and Septenaries of the s c a l e " . Needless to 
say the r i d i c u l e i s uncalled for, more so, since Butler has l i t t l e 
or no comprehension of the issue under discussion, as h i s subsequent 
example well i l l u s t r a t e s . He c i t e s the diapente (or perfect f i f t h ) 
as being composed of 3 tones and an "equal" semitone and the diatessaron 
(perfect fourth) of 2 tones and the same equal semitone and states 
quite unequivocally that i f t h i s semitone i s raised or lowered by a 
d i e s i s , or diaschismo,, or a comma or schisma, or l e s s , " i t i s out of 
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tune..." A l l four i n t e r v a l s are accorded t h e i r Pythagorean meanings 
as given i n Boethius. Butler's tuning i s , of course, mean-tone, based 
on a compromise, namely that the tone appears i n the centre of the 
gap between the major and minor tones of j u s t intonation. I n t h i s 
system the 'normal' semitones E-F, B-C, A-Bb, F G etc are a l l equal 
but a l l are s l i g h t l y smaller than the perfect semitone 5 the mean-tone 
f i f t h i s s l i g h t l y smaller than the f i f t h of j u s t intonation, but the 
major t h i r d i s perfectly true and common to both systems. Butler 
exhibits no understanding that the system he was using was anything 
l e s s than perfect. He i s also completely unaware of the violent 
controversy which had raged i n I t a l y between Zarlino and G a l i l e i on the 
subject of tuning. Zarlino was completely opposed to the use of 
temperament i n vocal music, and one suspects, because of h i s somewhat 
doctrinaire c l a s s i f i c a t i o n of consonance being r e s t r i c t e d to those 
r a t i o s inside the senario, he was le d to underwrite the tuning 
advanced by Didymus and l a t e r modified by Ptolemy, known as syntonic 
diatonic. Temperament of some description was a sine qua non of key-
board instruments and lu t e : t h i s , of course, Zarlino recognised: but 
he resolutely withstood the frontal attacks of G a l i l e i , Mei and 
Benedetti, whom he answered not with reason but with t y p i c a l l y mystical 
sentiments. G a l i l e i i t was who f i n a l l y crushed the opposition but he 
owed a great deal to Mei and the recently published t r e a t i s e of 
Aristoxenus whose tunings represented a close approach to equal temperament. 
G a l i l e i demolishddthe idea of vocal music i n both Ptolemy's syntonic 
diatonic and the Pythagorean/Boethian system, and, what i s more, he 
achieved h i s success by experiment, accepting nothing from ancient 
authority except what he had himself proved. Butler shows no awareness 
of the c o n f l i c t which had raged over temperaments and i n trying to gloss 
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over the d e t a i l s of tuning as being of no p r a c t i c a l importance he 
exhibits a fundamental weakness, fundamental i n that i t contains so 
much truth yet s t i l l begs the question. (Butler was not the f i r s t to 
recognise that Boethius had nothing to offer the p r a c t i c a l musician: 
Guido d' Arezzo at the beginning of the second millenium had set 
an i l l u s t r i o u s precedent i n t h i s respect). Our author i s c e r t a i n l y 
right i n maintaining, even i f i t i s only by implication, that the 
Pythagorean tuning as supported by Boethius was u t t e r l y unacceptable 
for keyboard or fretted instruments of the seventeenth century, but 
i n i t s place Butler recommends the " j u s t semitone which naturally passeth 
i n the order or s e r i e s of notes..." which i s a poor substitute for 
the worst system i n the world. He must have known how organ and 
harpsichord were tuned yet he shows no i n k l i n g that there was a system 
behind i t . We see another example of t h i s same technique when we come 
to the subject of concord proportions : Butler toys with the mechanics 
of the topic, gets himself into a tangle and then throws out the baby and 
the both water. 
The next section deals with figures and proportion. Eight notes 
ranging from the large to the semiquaver and i l l u s t r a t e d , tactus ( i . e . 
tactus minor, of the semibreve) i s explained. Butler provides d e t a i l s 
of what remained of the proportional systems Dupla, T r i p l a , Sextupla, 
Noncupla, and gives the appropriate signs by which the pl»6pWtion% 
27 
may be distinguished. Gi l b e r t Beaney comments that " i t i s interesting 
to aee that, where there are nine minims to the beat, the up-beat 
comes on the f i f t h minim" : the significance of thiB remark has remained 
28 
elusive. Pruet' on the subject of proportions produces a rare piece 
27. Introduction to facsimile of Butler's P r i n c i p l e s , p 1X 
28. Art. c i t p 505 
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of pseudo - scholarly comment. He quotes Butler on the more 
outlandish proportions 5 to 1, 7 to 1, 9 to 2 : "the v/hich either 
never having been i n use, or being now out of use, because of them 
there i s no use, but only to perplex the Setter and Singer, and to 
offend the learner..." Pruett follows up h i s Butler quotation thus. 
"Perhaps he was agreeing i n essence with an e a r l i e r statement by 
Glarean : 'the observance of so many proportions i s superfluous...* ". 
Butler gives i n Latiin the exact piece of Glarean on the next page! 
The notes which follow these sections provide a b r i e f history of 
notation, further explain tactus, and revievr the proportional system 
so accurately and tediously delivered by Thomas Morley. A l l i s going 
reasonably we'll t i l l we a r r i v e at arithmetical proportion leading 
to concord proportion where Butler exhibits the same t r a i t of character 
noticed i n the l a s t notes. His preliminary exposition of arithmetical 
proportion, concise and accurate, leads straight on to musical 
proportion i n Sounds, where the prime mover of h i s case i s Boethius. 
Butler provides a long section of Boethius where the Roman writer 
r e t e l l s the story of Pythag©.raB i n the blacksmith's shop which fable 
everyone before G a l i l e i seems to have believed. Certainly Butler 
never questions the v a l i d i t y of the statements attributed to Pythagoras. 
29 
The wood-cuts which i l l u s t r a t e these experiments appear i n Gafurius 
at the end of the fifteenth century, and show graphically the d e t a i l s 
of the experiments explained i n Boethius, so Butler was not the only 
one to believe the s t o r i e s . The experiments were concerned with the 
relationships between fourth, f i f t h and octave which Pythagoras was 
supposed to have discovered by calculating the r a t i o s of the weights 
of the blacksmith's hammer,"proving" that an a n v i l struck by a 
29. Theorica musice, 1^92 
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hammer of 6 l b s weight and then by a hammer of 12 lbs weight would 
produce notes an octave apart: s i m i l a r l y , 91bs of hammer a f t e r 12lbs 
would produce a perfect fourth as an i n t e r v a l , as would be the r e s u l t 
of the difference between a 6lb and an 8lbs experiment. The 121b 
and 8lb hammers were related by a perfect f i f t h as were the 91h &ad the 
6lb producing a l i t t l e diagram which Butler gives on page 31• 
Regrettably, the whole episode i s a complete fabrication, an a r t i f i c i a l 
experiment, a kind of hopeful r e t e l l i n g of " A r i s t o t l e ' s " r e a l (and 
workable) experiment based on the lengths of s t r i n g s . Butler gives 
t h i s experiment l a t e r . Vibrating s t r i n g s of lengths corresponding to 
the weight of Pythogoras* hammers, that i s 12, 9, 8, 6, do produce 
exactly the acoustic relationships explained above, but to produce these 
same relationships with hammers the weights must be squared. I n terms 
of weights attached to s t r i n g s *f : 1 produces an octave, 9 : k a. f i f t h , 
16 : 9 a fourth. Mersenne was aware of t h i s refutation of Pythogoras 
i n time for h i s T r a i t l de l'harmonie univ e r s e l l e , 1627, but Butler 
apparently only knew h i s Quaestiones celeberrimae i n Genesim, 1623. 
I t would be somewhat harsh to castigate Butler too severely for 
these short-comings since he i s doing nothing more than restate the 
doctrine of antiquity which had not been questioned t i l l G a l i l e i 
f i n a l l y threw i t overboard i n 1591, yet i t i s Butlers' d i s c r e d i t that 
he accepted <Jit blindly. Having dealt with the doctrine of concord 
proportion received from Greeks and Romans our author now sets about 
the modern teachings on the subject. I t i s immediately evident that he 
does not even begin to understand the p r i n c i p l e s involved. Aware that 
s e s q u i t e r t i a proportion produces a diatessaron and sesquialtera a 
diapente, he subtracts one from the other to find the proportion which 
answers to a tone. This he c a r r i e s out i n the manner 3/2 - 4/3 = 1/6 • 
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Therefore 1/6 i a proportion represents a tone on sound, and ho deduces 
that a semitone would answer to 1/12 i n proportion. The complex 
mathematics ought to read 3/2 x 3/^ = 9/S, so, with h i s i n i t i a l 
blunder under h i s belt, we approach h i s futuredeductions with some 
trepidation. Page J>h o f f e r s a table of the proportions of notes to 
the ground, a very monument to h i s e a r l i e r howler, proving among 
other things that the true perfect f i f t h i s an augmented fourth and 
that the r e a l perfect fourth i s actually a major t h i r d . B l i s s f u l l y 
unaware of the havoc he has trrought, Butler brings h i s annotations 
somewhat t e s t i l y to an end, writing o f f the doctrine of concord 
proportions as of no account. We have already remarked on t h i s technique 
of playing down the ideas which either he had not mastered oti which 
he believed had l i t t l e to offer to the p r a c t i c a l musician. 
Section Five of t h i s chapter describes the "noteis external 
adjuncts", reduced to seven items, f l a t , sharp, l i g a t u r e , repoat, pause, 
direct and close. Only ligature requires any detaiid explanation. 
Butler divides the question of ligature into old and new. He gives the 
L a t i n r u l e s for I n i t i a l , Middle and F i n a l l i g a t u r e s of the old sort . 
Section Six provides a diagram which summarises a l l the information 
to date and follows t h i s up with five preliminary lessons, vocal 
"lilxercises for moving by step and leap. The lessons are cunningly l a i d 
out : lessons 1,2 and 3 are two parts i n one canonical, and can also 
be performed as six-part rounds : lesson k i s i n two parts : lesson 5 
i n four parts. 
Chapter Three i s the longest chapter of the book and sets out 
to treat of composition. Section One explains the parts of a song, 
usually four, Bass, Tenor, Countertenor and Mean, and points out 
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that while many compositions u t i l i s e more than four voices, t h i s i s s t i l l 
the standard arrangement of parts. The annotations include parts for 
a dial-song said to have been composed by V/. Syddael i n imitation of 
Parsons' I n Nomine. The d i a l i t s e l f generates a f i f t h part and t h i s 
t o l l s inexorably through the whole composition which i s i t s e l f very 
undistinguished music. Section Two i s concerned with melody, where our 
author recommends that the normal movement i s by step and that leaping 
should be to consonant i n t e r v a l s . Section Three, "Of Harmony", deals 
f i r s t with i n t e r v a l s , simple and compound, and then discusses concords 
and discords. The definitions are succinct, the in s t r u c t i o n s , t r a d i t i o n a l 
and good, with the s o l i t a r y exception of his attitude to the fourth, 
which, while i t i s wholly defensible and l o g i c a l l y expounded, needs a 
rather lengthy essay to c l a r i f y Butler's position. P r u e t t ^ accuses 
Butler of deceit here, because "of the theorists he c i t e s , Boethius, 
Franchinus Gafurius and Glarean c l a s s i f y the fourth as dissonant, 
Glarean and Gafurius unequivocally". He further suggests that our 
author may not have "done h i s homework properly". One can of course 
exchange texts from the theorists and prove most things out of context, 
but there i s only writer who has not done h i s homework here. Boethius 
most d e f i n i t e l y never i n any circumstances c l a s s i f i e d the fourth as a 
dissonance, although he does on one occasion s t r e s s that the Pythogoreans 
31 
would not allow the 11th to be termed a consonance. As for Glarean 
and Gafurius and t h e i r unequivocal c l a s s i f i c a t i o n of the fourth as a 
dissonance, the following i s offered as evidence for the defence: 
"The fourth i s also rejected unless i t has either the f i f t h , the 
major 3rd or the minor t h i r d underneath i t " . This appears i n Glarean's 
Dodecachordon^, Book I Chapter 8, and i s supplied complete with a 
30. a r t c i t p. 506 
31. Boethius Bk 2 c 26 
32. M i l l e r ed. Section 9 P 65 
musical example from...Gsufurius: i t could never be described as 
unequivocal. 
The ensuing essay i s an attempt to explain Butler's attitude to 
the fourth. 
3k 
James Pruett's a r t i c l e on Butler, frequently c i t e d i n these page 
takes Butler soundly to task on the subject of the fourth. "Butler's 
c l a s s i f i c a t i o n . . . of the harmonic i n t e r v a l of the fourth as a consonance 
35 
leads him into several errors of f a c t . . . Here we may wonder i f 
Butler did h i s homework properly or whether he i s p r a c t i s i n g a s l i g h t 
deception i n order to carry the argument... Butler's insistence on the 
fourth as consonant appears anachronistic i n the l i g h t of the 16th 
century t h e o r i s t s whose works he knew and r e l i e d upon".^ Pruett quotes 
Morl'ey on the same question; "But why they should make diatessarpn (4th) 
37 
a consonant, seeing i t mightily offendeth the ear, I see no reason"^ . 
but a quotation from Morley c e r t a i n l y does not give the f i n a l word on 
the subject. Mr. Pruett mentions that "the fourth has plagued t h e o r i s t s 
through the ages" which ought to have suggested to him that there i s no 
simple resolution of the problem. Morley, undoubtedly, did not even 
begin to solve i t . I n fact, on the question of the fourth he i s 
decidedly vague i n h i s attitude, changing h i s "terms" to s u i t the 
occasion, and nowhere defining them accurately: i n h i s text he describes 
•zg 
the unison, f i f t h and t h e i r octaves as Perfect concords, and the 
t h i r d and s i x t h and t h e i r octaves as Imperfect concords, (thereby 
emphasising that he believed i n degrees of consonance) and yet he 33* P r a c t i c l musice Bk I I I , c 5 
34. "Charles Butler, Musician, Grammarian and A p i a r i s t " 
35. "Charles Butler, Musician, Grammarian and A p i a r i s t " p 506 
36. "Charles Butler, Musician, Grammarian and A p i a r i s t " p 507 
37. Harman edition p 205 
38. Harman edition p 141 
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refuses to admit of the fourth being either sort of consonance. Then 
39 
i n h i s Annotations, i n an endeavour to define the perfect consonants, 
he produces the following opinion: " I can give no reason, except that 
our age hath termed those consonants perfect which have been i n continual 
use since music began", an opinion which he must have known, having 
read Boethius, would quite simply not f i t the f a c t s . 
4o 
The case for the "Ancients" i s stated by Burney :in these terms 
"The concords, according to the testimony of every writer on ancient 
music, from Aristoxenus, to Boethius and Bryennius, the two l a s t , of 
any authority, were the fourthj f i f t h , eighth, and thei r r e p l i c a t e s or 
octaves ..."This i s su b s t a n t i a l l y true, except for consideration of 
the 11th, the " r e p l i c a t e " of the fourth, which Boethius most d e f i n i t e l y 
did not c l a s s i f y as consonant, as the chapter heading of Book 2 c 26 of 
De Musica adequately t e s t i f i e s : "Diatessaron ae diapason non esse 
consonantiam, secundum Pythagoricos". Ptolemy, however, did allow 
41 
that the 11th was to be a consonance. While the ancients may have 
had misgivings over the eleventh there was no doubt whatsoever that the 
42 
fourth was consonant. Boethius states "primae autem consonantiae 
sunt diapason: diapente: diatessaron", as Morley would have known 
quite well, j u s t as surely as he would have been acquainted with the 
Pythagorean numerology which supported the scheme, so that the simplest 
and smallest r a t i o s produced the greatest consonances (diapason 1 / 2 , 
diapente 2 / 3» distessaron, 3 / *S i n terms of vibrating lengths of 
43 
s t r i n g s : 2 : 1 , 3 : 2 , 4 : 3 , i n our terms of frequency) 
44 
S i r John Hawkins quotes Butler extensively, while giving the 
39. Harman edition p 203 
40. Buraey: op c i t Vol I p 119 
41. Harmonics... Bk 2 
42. De Musica... 1492 ed. Bk 4 c 13 
43. Pruett, op. at p 506, contends that Boethius regarded the fourth as 
dissonant : t h i s i s not the case. 
44. Op. c i t p 4o8 
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wrong page number a s a reference i n The P r i n c i p l e s . . . His introduction 
to the subject describes the debate on the consonance/dissonance of 
the fourth i n these terms : "Hardly any question has been more agitated 
by the modern musicians than t h i s , " so the topic was obviously s t i l l 
under discussion two centuries af t e r Morley. That S i r John should 
be content to quote at length from Butler i s a tribute to the careful 
way i n which Butler treats of t h i s complicated issue. Contary to 
Mr. Pruetts' assertions, Butler has dono h i s homework very well and i s at 
great pains to define h i s terms. Butler bases h i s judgement of the 
fourth as a consonance on three factors, "Authority, Reason, and the 
very judgment of the ear". Authority i s represented by the Greek and 
Soman the o r i s t s from Aristoxemus to Boethius ( and, in c i d e n t a l l y as 
far as Guido d' Arezzo) Mho, we have seen, unanimously declare the fourth 
to be consonant. Reason l i e s i n the simple "proportions" of vibrating 
lengths of str i n g s , which i n i t i a l l y divided the octave into a fourth 
and a f i f t h and thereby provided the three concords of "antiquity", 
diapaBaaai., diapente and diatessaron. Furthermore, reason dictates 
that what has been accepted "thousands of years"os"a sp e c i a l Concord" 
cannot become a discord overnight. Nevertheless, Butler's "judgment 
of the ear" produces the most conclusive proof of the fourth not 
ranking as a dissonance. He only claims for the fourth that i t i s 
a Secondary concord, not a Primary which "may be set to the Bass i n 
a close", but he does state quite unequivocally that i t sounds well 
"with the Ground, and better than either of the other Secondary 
concords, namely the si x t h or the minor third, and, moreover, when a 
six t h i s added to t h i s fourth, i t produces a "symphony", as true as a 
th i r d with a f i f t h , and better than a t h i r d with a si x t h ; then i f 
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both s i x t h and octave are added to t h i s fourth, i t sounds " f u l l y and 
harmoniously, i n pleasing variety, among other symphonies". The 
musical example given subsequently, i l l u s t r a t i n g one of these "chords" 
i n operation "immediately before the close", would have made Morley; 
s i t up and take notice, but i t i s extremely doubtful that he would 
have approved the technique. The most that can be sa i d of i t i s that 
i t i l l u s t r a t e s Butler's point and draws attention to the fact that 
fourths from the bass should be treated, i f not actually as dissonances, 
at l e a s t with great circumspection. 
After the musical example j u s t mentioned, reason takes over once 
ill-
more as Butler argues the case that i f fourth i s accepted into the 
A 
upper voices of a close where a l l parts form primary consonances with 
the bass and secondary among themselves, then, of course, the fourth 
must be a concord, although secondary. I t must be pointed out at 
t h i s stage of the argument that Butler i s neither a reactionary 
individual refusing to face the musical facts of l i f e , nor does he 
represent a small body of conservative opinion. Among those who 
contended for a consonant fourth we can put into the f i e l d , quite 
45 46 47 apart from those quoted by Butler, Descartes, Zarlino, Salinas, 
48 
and Papius (who wrote a book on t h i s one controversial i s s u e ) : 
IfQ 
even as l a t e as 1725, J . J . Fux was s t i l l c a l l i n g the dispute "a 
famous and d i f f i c u l t question", while h a l f a century l a t e r Padre 
50 
Martini was s t i l l claiming the fourth as a perfect consonance. 
45. Compendium Musicae, English trans, 1653: Chapter VTII, p 20 
The "most unhappy" of a l l consonances 
46. I s t i t u t i o n e Hannoniche,Venice 1558, Part I I I c 5 
47. .... de Husica l i b r i Septem,Salmanticae, 1577 Book I I , cc 8 & 9 
48. ... do Consonantus sun pro Diatessaron, Antwerp 1581 
49. Gradus ad Parnassum... Vienna, 1725. Mod ed Alfred Mann, J.M.Dent, 
1965. 
50. Esemplare o s i a Saggio Fondamentale Pratice di Contrapunte 
sopra i l Canto Fermo. Bologna 1774. pp XV and 172 
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Yet, despite the theorists' polemical battles, Butler's 
included, one i s compelled to face the facts that composers treated 
the fourth as a dissonance i n two parts, and treated the fourth from 
the bass as a dissonance i n works of more than two parts, except i n 
51 
what H.K. Andrews has described as "the consonant-fourth" idiom. 
Morley, with a l l h i s talk,; of "mightly offending the ear" does not 
scruple to use the fourth between upper parts and naturally makes no 
pretence to t r e a t the i n t e r v a l there as a dissonance. I n attempting 
to t i e up a few loose ends of Butler's theory and contemporary practice 
i t ought to be pointed out that he was aware of the problems of the 
fourth. Ue have seen that he treated i t as a secondary concord, one 
not to be admitted next to the bass i n a close, but one whose sound 
he seems to have l i k e d . His r e f u s a l to c l a s s i f y i t as a dissonance i s 
reasonable, and h i s arguments are thoroughly convincing, i f rather more 
i n t e l l e c t u a l than p r a c t i c a l : moreover he had a considerable weight of 
contemporary authority on h i s side. A l l the theorists paid the penalty 
for having to accommodate a great deal of Greek and Roman theory to a 
contemporary practice which was completely different, and i t should 
always be remembered that none of the Graeco-Roman writers was penning 
a P l a i n and Easy Introduction to P r a c t i c a l Music. Butler, having onee 
accepted the idea that the fourth was an "acoustic" concord, j u s t 
could not accept that i n seventeenth century practice i t could be a 
concord between two upper voices and yet a discord when-it involved 
52 
the bass. Although he quotes an extensive piece from C a l v i s i u s , the 
German theorist upon whom he leans heavily, i n an attempt to get strong 
support for h i s views on the fourth - Calvisieus describes i t as a 
51• Technique of Byrd's Vocal Polyphomey pp 198 - 200 
52. Melopoeia... E r f u r t , 1592 Chapter IV 
Perfect Concord at the beginning of the chapter - i n t e l l e c t u a l honesty 
forces Butler to admit that the German r e a l l y dithers over t h i s issue 
i n other places, c a l l i n g i t "quae aliquo modo perfecta censetur" and 
53 
l a t e r "quae vix perfecta existimatur" „ I t i s to Butler's credit 
that he gives as these two thoughts of C a l v i s i u s which do nothing to 
support h i s own argument. 
The fate of the fourth i s well described by Andrews i n h i s 
stimulating monograph on William Byrd. "As the sixteenth century 
advanced composers became increasingly s e n s i t i v e to the fourth from the 
bass as a dissonant element, t i l l , with Pale"strina, the chord became 
relegated to the category of a discord, requiring the utmost care i n i t s 
management. I n the work of T a l l i s , Byrd, and the l a t e r English 
polyphonists i t remained as a semi-consonant i n t e r v a l , treated with 
some degree of freedom though not frequently used except i n the orthodox 
manner." Bearing i n mind t h i s l a s t sentence and r e c a l l i n g that T a l l i s 
and Byrd are frequently c i t e d as models i n The P r i n c i p l e s of Musik, i t 
would seem that practice and^theory have f i n a l l y achieved some 
degree of unanimity 
Section Four deals with what Butler c a l l s the "Ornaments of 
Melody and Harmony" and these ornaments are treated under four headings: 
consecution, syncope, fuga and formality. Consecution he defines as 
the following of i n t e r v a l s , consonant or dissonant, upon concords. 
F i r s t he discusses the consecution of consonant i n t e r v a l s , under the 
headings of simple and mixed consecution. Simple consecution he 
assert s i s the consecution of concords upon concords of t h e i r own kind: 
for t h i s type of writing he gives five simple r u l e s , each supported 
53* i b i d ilbidem 
5^. Technique of Byrd's Vocal Polyphony pp 233-4 
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by a musical example. He allows consecutive unisons, f i f t h s and actaves 
on the same notes, but forbids these consecutive i n t e r v a l s both i n 
"gradations and skippings". Such prohibited consecutions are not to be 
avoided by using seconds (to hide unison ) ninths or sevenths (octave) 
tritone or semidiapftte ( f i f t h ) : nor do the smaller r e s t s remove tho 
ef f e c t s of these prohibited i n t e r v a l s . Continued consecution of the 
other concords i s approved, e s p e c i a l l y i n thirds and s i x t h , but also 
i n fourths. Four easy rules are provided for mixed consecution. 
Different s o r t s of concords progress best when the parts move by step 
i n contrary motion. Unisons, f i f t h s and octaves follow each other 
best i f one part proceeds by leap and the other by step. The consecution 
of a l l the other concords upon the primary ones (unsion,fifth and 
octave) may be by degree or leap. Our author then provides many 
examples of good progressions, a l l i n two parts. 
Butler suggests two reasons for the allowance o f discords: f i r s t 
that the concords become sweeter by contrast, and second, that thereby 
"many musical points" are sweetly maintained. Under these circumstances 
even "the most harsh discords Tritonus (augmented fourth) and soaidiapehcbe" 
(diminished f i f t h ) are allowed i f treated c a r e f u l l y . Such careful 
treatment includes that they be of short duration,be approached by 
step rather than by leap, do not receive too much s t r e s s by being 
wrongly placed i n r e l a t i o n to the resolving concords, "begin well uppon 
a pointed not". For a f u l l e r treatment of the whole subject Butler 
recommends Padttanius, CalvisiUte and Morley, and a study of the best 
composers. 
With the notes to t h i s section i t f i n a l l y becomes cl e a r 
that Calvisims has become the model for Butler's compositional technique. 
The German w r i t e r has already turned up several times i n the notes, 
but i t i s only i n t h i s section that the importance o f his influence 
becomes obvious. The reader w i l l remember that Calvisius was also 
mentioned i n connection with Campian's treat i s e during the second 
decade of the seventeenth century. Neither of our English writers 
seems to have been aware that CalvisiuB had w r i t t e n more than one 
book, since neither specifies the t i t l e o f the text to which he has 
been indebted. Whereas Campian v/as content to mention Calvisius and 
tho translate a large s l i c e o f h i s text and copy his musical examples, 
Butler acts with exemplary correctness and honours the German theo r i s t 
times without number. Both Campion and Butler used Melopoeia... of 
Calvisius, published i n Latin at E r f u r t i n 1592, The l i b r a r y o f 
Glasgow University possesses the only readily accessible copy i n the 
B r i t i s h I s l e s . (BM copy has been losb) Calvisius' e a r l i e s t t e x t . 
From that point i n Butlers' book to which v/e have j u s t referred i t 
becomes increasingly obvious that Butler has based the whole of his 
compositional instructions on Melopoeia; the annotations amply support 
t h i s contention, since the chapter references to Melopoeia run i n an 
orderly sequence from t h i s juncture. Butler's indebtedness to Calvisius 
i n t h i s and subsequent sections cannot be too strongly emphasised, but 
at the same time i t should not be misrepresented. Calvisius dominates 
the compositional chapters, not the whole book. His i s not the 
exclusive influence: Morley, too, has greatly impressed our author. 
ThiB estimate of the extent o f the obligations Butler owed to his 
predecessors, i s not one which has been accepted into our authoritative 
works of reference. Grove V suggests that Morley was the prime 
influence. Pruett describes Butler's text as "heavily weighted with 
22* 
quotations from the works of other authors, notably Sethus Calvisius 
and Franchinus Gafurius". There are s i x references to Gafurius, sixtytwo 
to Calvisius, i n the Principles which i s some measure of the n o t a b i l i t y 
of Gafurius' influence. Morley easily o u t s t r i p s Gafurius as an 
important influence on Butler, while Qrnithoparcus and Glarean are 
roughly of equal importance to Gafurius. Boethius, i n the early stages 
of the book, ranks i n influence second only to Calvisius. 
The section concerning syncope i s based on Calvisius and Morley. 
Calvisius termed the process A l l i g a t i o , Marley called i t Binding. 
Butler deals with simple a l l i g a t i o n and continued binding i n deference 
to his two a u t h o r i t i e s . A l l the examples of continued binding are 
taken from Morley's Plaine and Easie Introduction... 
The t h i r d of our ornaments of melody and harmony i s fuga, and 
here Butler deals with i m i t a t i o n , the point, and d&nconical w r i t i n g i n 
general. (Professor Reaney^ draws attention to t h i s section, remarking 
of Butler's use of the word "fuge", but Butler always uses the non-
English sp e l l i n g fuga). Butler sees i m i t a t i o n as of two kinds, report 
which i s i n similar motion, and revert which presents the point i s 
contrary motion. His instructions are simple, based upon Morley and 
Calvisius, and reduced to f i v e elementary observations, culminating i s 
a large scale musical i l l u s t r a t i o n from William Byrd i n which " a l l 
Borts of fugas...are...most elegantly intermeddled". The example i s that 
quoted by Morley on the same subject and gives some idea of the type 
of music Butler admired: i t i s p r e t t y a r i d s t u f f . 
Canon i s treated under i t s Latin t i t l e fuga l i g a t a . Butler 
includes those canons which only supply the Pr i n c i p a l and a t i t l e -
Fuga i n Epidiapason post duo Tempora - canon a t the octave above a f t e r 
55. facs ed of Butler's Principles, 1X 
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four semibreves. A l l these examples, some by Zarlino, are quoted by 
Calvisius. Harmonia Gemi&a under i t s various t i t l e s , Contrapunto 
doppio, Double Discant, i s next to appear, and here, too Butler follows 
Calvisius, even to the extent of adopting his terminology. Examples 
again are Zarlino v i a Calvisius. Butler recommends Calvisius and 
Marley as worthy of further study. 
The l a s t of the ornaments of melody and harmony appears under 
the t i t l e "Formality". Formality i s "the maintaining of the a i r or 
tone of the song i n his parts", to Butler", and inci d e n t a l l y to Calvisius, 
the most important o f the ornaments, without which the whole composition 
becomes "a formless chaos of confused sounds". The f i n a l note of the 
bass part defines the "proper tone" o f every song, and t h i s should be 
further emphasised by the entrance and progress of the subject. This 
a i r i s to be maintained i n a l l places. The close Butler describes as the 
"formal meeting af a l l parts i s primary concords...for the concluding 
either of the whole song, or of some p r i n c i p a l part thereof": the close 
may be simple or extended. Cadences are either proper or improper, and 
i f proper, primary or secondary. Butler uses the term cadence to apply 
to the stepwise progression o f the top part, not the progression o f the 
bass part. The primary cadence i s formed i n the tone i t s e l f , while the 
secondary cadences, three of them, are formed on the three consonant 
inte r v a l s of the tone, the f i f t h , t h i r d and fourth. Of these three 
secondary cadences the one on the f i f t h i s most important since i t 
best maintains the a i r , then comes the cadence on the t h i r d , and f i n a l l y 
the one on the fourth. Improper cadences (on the s i x t h , second and 
seventh degrees) are only admitted i f they are immediately q u a l i f i e d 
by a p r i n c i p a l cadence. A i r i s also to be maintained by fuga where 
the point should begin on the tone i t s e l f or on any of i t s three concords, 
0 
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t h i r d , fourth, or f i f t h . The f i n a l means of maintaining a i r i s by 
single notes: here Butler i s r e f e r r i n g to the f i r s t note of the bass 
part. To i l l u s t r a t e his section on "observable notes" our author then 
refers his readers to a close study of T a l l i s ' motet, Absterge domine 
Annotations are t h i s time concerned with clearing up minor discrepancies 
l i k e the Phrygian cadence, and c i t i n g examples of the' maintaining of 
formality such as were to be seen i n various compositions i n the 
Ravenscroft Psalter. Butler does allow himself the opportunity for 
a sly dig at Campiam, although he does not mention him by name. The 
influence of Calvisius i s again most noticeable i n t h i s chapter. 
"Setting i n counterpoint" and setting i n discant" are the two 
sectional headings of the l a s t chapter of Book One. Butler considers 
that setting i n counterpoint i s well suited to rhythmical verse such as 
the Psalms i n metre. F i r s t write down the melodious part, then add 
a bass part, and f i n a l l y the other two parts, making each part as 
melodious as possible. Barlines should be used to enable the setter 
to see at a glance what he has w r i t t e n and thereby correct his mistakes. 
Discant i s the opposite of tho note against note styl e of composition, 
"the partB following one another i n melodious points, reported and 
reverted, or both, u i t h other harmony interposed u n t i l at l a s t they 
meet a l l together i n the close". Butler further exhorts the 
composer to mingle slow and quick sections since even the most accomplished 
"running discant" w i l l eventually prove tedious, even to the most 
unsophisticated audience. For t h i s style too Butler recommends the use 
of bar l i n e s as an aid to the composer. This time he p r i n t s a musical 
i l l u s t r a t i o n from the T a l l i s matet referred to e a r l i e r . 
The Epilogue encourages the would-be composer to study Marley's 
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Introduction and to follow the examples to be found i n the " a r t i f i c i a l 
works of the best Authors" of whom he supplies a long l i s t : s i g n i f i o a n t l y i 
Byrd appears i n c a p i t a l l e t t e r s , most of the composers are English, 
Thomas and John Tomkins are described as Aureum par musicorum, Orlando 
Gibbons i s omitted. Butler, however, i s quick to recognise that 
composition does not depend merely upon diligence and study but requires 
what one can only describe as i n s p i r a t i o n . 
56 57 S i r Jack Westrup^ , reviewing the facsimile e d i t i o n of Butler , 
describes the o r i g i n a l as "cluttered up with obsolete l o r e and 
interminable references to the Old Testament and ancient authors. I t 
i s d i f f i c u l t to believe that anyone who possessed Morley's book would 
have learned anything more from Butler...a more serious obstacle i s 
the i n t r u s i o n of so much that i s i r r e l e v a n t and the lack of any r e a l l y 
p r a c t i c a l i n s t r u c t i o n " . We have come to expect better c r i t i c i s m than 
t h i s from Professor Uestrup who here misses the boat: the obsolete lo r e 
and references to the bible (perhaps interminable) and ancient authors 
are very necessary to Butlers' thesis i f we r e c a l l that he was concerned 
to show the continuation and allowance of music i n a l l c i v i l i s e d 
societies, not simply to update Morley. Butler could have taught .Morley 
a great deal about music and would have done the same for Morley's 
readers, but not i n the way that V/estrup implies. I n any case, why 
should we expect an ancient Hampshire c l e r i c to measure his musical arm 
against one of the f i n e s t composers of his age: the two men were 
contemporaries, yes, but hardly colleagues. With scarcely more 
irrelevance one could assert that Butler was the better preacherI 
I n the common ground between the two men Butler would have trounced 
56. Music and Letters Vol. 52 No. 2 1971 p 207 
57. IntiDO. by Gi l b e r t Reaney, Da Capo Press, New York, 1970 
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Morley on Greek and Roman l i t e r a t u r e , on logi e , r h e t o r i c and on 
grammar, i n a l l of which disciplines Morley's accomplishments have been 
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extolled. The "much that i s i r r e l v a n t " i n Butler i s only i r r e l e v a n t 
to a type of book which Butler l a i d no claims to have w r i t t e n . His 
book, moreover, contains any amount of r e a l l y " p r a c t i c a l i n s t r u c t i o n " , 
much of i t Marley's i n s t r u c t i o n ! 
The prime purpose behind the Second Book of the Principles of 
Musik i s to present a car e f u l l y reasoned "apology" for music. The 
plea i s nowhere impassioned since such argument would have been t o t a l l y 
out o f character for our author. We have already noted that Book One 
shoves certain signs of Butler's indebtedness to the many people who 
had taken i t upon themselves to produce musical i n s t r u c t i o n books, 
Calvisius and Marley being the strongest influences upon our author. 
The second book of the Principles exhibits no such tendencies, nor are 
specific influences to be traced. PerhapB i t would be vn.se at t h i s 
early stage i n our investigation of Book Two to define our author's 
self-assumed terms of reference. The book deals with the allowance and 
usefulness o f a l l types of music from Hebrew, Greek and Roman times 
through to the period when Butler was w r i t i n g . An impression i s often 
conveyed that t h i s book waB w r i t t e n to defend church music from the 
attacks of the Puritans, and, while i t may be true that t h i s was i t s 
purpose, i t i s certainly not con&erned exclusively with music i n the 
services of the church. 
Butler defines the uses of music under two headings, ecclesiastical 
and c i v i l , the one for the service of God, the other for the solace 
of man. Both uses, he admits, are capable of performance i n three ways, 
58. Marley : mod ed p x v i i i and p x x v i i i 
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fey voice, by instrument, and by voice and instrument, thereby showing 
that he had no objection to the performance of instrumental music i n 
Church. He writes f i r s t about instruments which he c l a s s i f i e s as 
Entata and Empneusta, s t r i n g and wind, and the l i s t of instruments which 
he appends gives a t r u l y representative selection of seventeenth century 
instruments. Perhaps most notable i s the combination of v i r g i n a l and 
organ operated from the same keyboard which seems to have completely 
floored Mr. Pruett. The instrument i s , however, well known and 
documented by organctlogists: i t s generally accepted name i s claviorganum, 
and we are fortunate that a specimen survives i n the V i c t o r i a and Albert 
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Museum, J made i n England i n 1579 by Lodewijk Theevwes. On the subject 
of organs, Butler i s rather more enigmatic: he speaks of the same 
keys sounding "divers Pipes of the Organ...by reason of the new-invented 
divers Btops". I f we substitute "comparatively new" for "new" we s h a l l 
probably be a l i t t l e closer to the r e a l s i t u a t i o n . Even assuming that 
Butler knew nothing of organ building on the continent, there were stops 
on English organs long before 1636. The e a r l i e s t surviving l i s t of 
organ stops for t h i s country appears to be that o f 1599» included i n 
the musical clock from Queen Elizabeth to the Sultan of Turkey,^ but 
there are e a r l i e r records of unnamed stops, l i k e John Howe's "Peir 
61 
of organs with VII":, stops" for Holy T r i n i t y , Coventry . 
The next section leaves us i n no doubt that Butler considered 
the voice as the most important musical instrument. Even without words, 
i t can delight the ear, but when i t i s "married to immortal verse" 
(Milton) i t i s capable of moving the affections of the l i s t e n e r . Butler 
59« V and A Museum: Catalogue of Musical I n s t s . Vol 1. Raymond Russell 
described p *f8 f f Plates 16. ~ 
60. The B r i t i s h Organ: Clutton and Ndland, pp V7-8 
61. The B r i t i s h Organ: Clutton and Ndland, p ^9 
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draws attention to the close associations o f poetry and music, showing 
that the most important musicians were alsopoets, David, Qrphens and 
Arion. The rest o f the section i s devoted to instructions to composers 
and performers of vocal music. Composers are urged by Butler, supported 
by Gafurius and Calvisius, to make every e f f o r t to l e t music and words 
agree. The instructions are basic but nonetheless useful to a beginner. 
His general advice to composers i s much more pointed. Passages using 
im i t a t i v e counterpoint should be repeated to allow the words to be 
more easily heard a second time. Ligatures should be avoided as they 
make the picking up of the words more d i f f i c u l t : Butler considers i t 
more pr o f i t a b l e to repeat some or a l l o f the words. The music and 
words should show a close rapport ;in t h e i r presentation: Butler equates 
the musical devices of rests and cadences with the poetic marks of f u l l 
stop, colon, and comma. 
His directions to singers are u t t e r l y timeless. Here again he 
c a l l s i n Gafurius for support. 
"Of mixed music" i s the Shortest section i n the book. Butler 
obviously finds the music of voice and instrument the most sa t i s f y i n g 
o f a l l , and asks only that the instrumentalists accompany, and not mask 
the words of the singers. 
Chapter Two deals with "Divine Music" and i s divided into f i v e 
sections. Butler sees the prime function o f music wi t h i n the framework 
of the church service, sometimes as purely vocal music, sometimeG with 
the addition of instruments, and i t i s i n t e r e s t i n g to observe that he 
suggests the music of voice and instrument i s normally reserved for 
some special occasion, basing his suggestions on the Old Testament and 
Psalms. Such events requiring special solemnity were the celebration for 
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the deliverance out of Egypt, the three journeys of the Ark of the 
Covenant, the renewing of the covenant by Ezekiah, the feast of the 
Passover, and so on. 
Section Two underlines the continuance of church music, carried 
over into New Testament times and frequently reported by the early 
p a t r i s t i c w r i t e r s . Isidore, Jerome, Athanasius, Eusebius, are c i t e d 
as evidence that the early church not only countenanced but encouraged 
music i n i t s worship. Hymns, f i r s t made by Moses, were l a t e r made by 
Hilary and Ambrose: these were sung i n church, sometimes reponsorially 
sometimes antiphonally. The use of responsories i s traced back to 
St. Ignatius, and o f antiphons to Bishops Flavianus and Diodorus. 
By far the greater majority o f the evidence presented by Butler i n t h i s 
section i s not nev; as one may imagine from the comparatively la t e date 
of his t r e a t i s e . Many of his references are the almost classic 
quotations for the argument for retaining "elaborate" church itjusic i n 
the service. For instance the long quotation from Basil the Great with 
which Butler concludes the argument of t h i s section, the Epistle No. 65 
to the NeocaesareanSj where Basil seems to be answering the same charges 
that v/ere currently being l e v e l l e d afe English Church music, i s used by 
Case i n his Praise of Music and i n the classic defence of the practice 
of the established church, Richard Hooker's Of the Laws of Ecclesiastical 
P o l i t y . Butler, while he undoubtedly arrived at the same conclusions 
as Case and Hooker, made his journey by way of the sources with which he 
shows complete f a m i l i a r i t y . He shows many points o f contact with 
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Case whose defence i s elaborate and well expounded, p a r t i c u l a r l y i n 
the l a t e r L a t i n version Apologia musices...,1588, which u t i l i s e s rather 
62. I t now seems to be generally agreed that Dr. John Case was the 
author o f both books although the f i r s t one i s not signed. 
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d i f f e r e n t authorities from the English version, 1586. I t i s , however, 
something of a mystery that Butler makes no reference at a l l to Case 
or his work, p a r t i c u l a r l y as both versions of his book were published i n 
Oxford, and at times when i t i s presumed Butler himself was a resident 
of that c i t y . Our author, cer t a i n l y a clergyman, probably then a keen 
amateur musician, must have come across Case's book. Yet, i t i s a 
characteristic feature of t h i s second book that Butler avoids reference 
to any committed contemporary or near contemporary source, j u s t as he 
i s careful to separate himself from any of the mud-slinging which smears 
much of the l i t e r a t u r e of the period. He does not indulge i n any o f 
the factions or opprobrious terms applied to psalm-singers or Puritans 
but steers his personally charted course through very disturbed waters. 
Case was suspected of being a Roman Catholic, Hooker represented the 
accepted views of the established church: perhaps Butler for those 
reasons gave them a wide berth. 
I t must not be inferred from the above argument that Case and 
Hooker were the only authors of the age to have attempted a rational© of 
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church music: nor, indeed, was the whole topic a new one. Percy Scholes 
has shown that the disputes over church music are as o l d as the music 
i t s e l f and that every age has i t s Puritans. A more comprehensive 
picture o f the church and music which also discusses the att i t u d e of the 
church to music can be found i n Ernst Meyer . I t would be tedious to 
attempt to r e - t e l l the story, but i t i s to Scholes' discredit that 
he makes no reference to Butler who produced the best book on church 
music during the seventeenth century and at precisely the moment i n 
history when the Puritan star was " r e j o i c i n g as a giant to run his course." 
63. The Puritans and Music... 
64. English Chamber I-2usic... 
Indeed i t i s a fundamental error of Dr. Scholes thesis that he sees 
the Puritan Revolution as a sort of South American coup d'eitat where 
the scales were balanced across Charles I's black so that the Puritans . 
came up as Charles a l l too l i t e r a l l y was shortened by a head. No-one 
appears to share t h i s opinion but the cause i s arguable. I f the 
popularity and esteem of music during the Puritan regime rests on the 
industry and acumen of John Playford during the interregnum what 
accounts for the miserable and execrable performance of English music 
publishing during the l a s t years of Charles I , with i t s endless miles 
of psalm-books? Bunyan may have had a f l u t e , Cromwell may have listened 
a t t e n t i v e l y to Deering's Cantica Sacra, Colonel Hutchinson was probably 
an accomplished amateur musican, but where i s the evidence that they 
sang Playford's l i g h t love-songs or saucy catches? These, too, were musici 
Section Three details and, refutes the usual objections to the 
performance of music i n church, by which term i s understood 'elaborate' 
church music. Butler sees the practice as a holy ordinance of God which 
has the same raison d'etre as the other points of the Christian f a i t h , 
namely the evidence of God's' word and the practice of his church, but 
charitably he views the objections to church music as proceeding from 
zealous ignorance rather than obstinate malice. The precise objections 
which Butler states and refutes cannot be found as early as 1572, i n 
65 
v;hat has been termed the " f i r s t open manifesto of the puritan party", 
namely An Admonition to the Parliament, but A View of PopisWAbuses, 
also 1572, shows that the party were not among the admirers o f church 
music. "As far organs and curious s i n g i n g ^ , though they be proper to 
65. Frere and Douglas : Puritan Manifestoes, x i 
66. F£4re_'2 and Douglas : Puritan Manifestoes p JO 
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popishe dennes, I mean to Cathedrall churches, yet some others must 
also have them. The queenes chappell and these churches must be patemes 
and presidents to the people, of a l l superstitious". Even e a r l i e r a 
l e t t e r from Theodor Beza to Edmund Grindal, Bishop of London, states 
the Genevan viewpoint. "They were not content with common and plaine 
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songs, and therefore under pretence o f beautifying t h i s holy action, 
that busy and curious pricksong and discanting was brought i n , more 
meet for stage plays, for the most part, than for a holy action, and 
more f i t to delight the ear than to s t i r up the mind. A thing surely 
for t h i s respect not only unprofitable, but also very h u r t f u l , that i n 
that noise, no man could well mark what was said: so that the matter 
i t s e l f doth p l a i n l y convince, that the true worship of God was by t h i s 
means especially transformed into vain, and at length, more stage-like 
songs"o I t was from statements l i k e these, printed, circulated and 
discussed, coupled with the centuries-old antagonism towards music i n 
worship shared by many people, that a purtan a t t i t u d e towards music i n 
worship eventually coalesced. No one has ever attempted to determine -
perhaps i t would be an impossible task - precisely how much of the 
antipathy towards music i n worship was r e a l l y directed towards music, 
and how much - one suspects a larger part - was directed at the pr a c t i t i o n e r s 
of the a r t i n Cathedrals and Coll&giate churches, who were apparently 
seen as parasites, i d l e , drunken, remnants of the tattered practices 
of popish superstition, doubtless with some j u s t i f i c a t i o n on occasions. 
At any rate, the objections when eventually formulated, 
developed a habit of appearing i n p r i n t . There i s a kind of 
i n e v i t a b i l i t y i n the arguments, the same objections and tho same 
responses, with no-one being convinced of the other side's point o f view. 
Butler l i s t s f i v e objections and their- responses. F i r s t comes the 
67. Frere and Douglas: Puritan Manifestoes, p 51. 
objection that elaborate music, where the words are l o s t and the 
music alone i s heard, does not serve to edify the people. Butler 
c a l l s St. Augustine, a very respected authority^as his witness, 
giving lengthy quotations from Books 9 and 10 of the Confessions, 
which oddly enough show Augustine to have dithered on t h i s question. 
Unlike some other writers on the subject Butler exhibits both sides of 
the story of Augustine which would obviously have been of greater help 
i n convincing people who had not already made up t h e i r minds. Also 
quoted are thei;the testimonies of Basil the Great and Augustine 
that a good song can be effective i n conveying a message - perhaps 
as effective as a good sermon - which, considering the enormous stress 
the puritans placed on a preaching ministry, makes Butler's reply a 
two-edged sword. 
The second objection usually centres around ceremonies: i t 
appears here as "the trueworship of God doth not consist i n these 
outward graces and ornaments : God i s a s p i r i t : and they that worship 
him must worship him i n s p i r i t and i n t r u t h " . Butler rushes to point 
out that those who worship God with the outward service only run the 
certain r i s k o f having t h e i r service refused, quoting Amos i n support 
of t h i s contention. Then comes the devastating r h e t o r i c a l question: are 
we to presume that men l i k e David, Solomon, Ezekiah, and Nehemiah did 
not worship God i n s p i r i t ? Butler would rather presume that because 
these men worshipped i n s p i r i t , as a direct consequence they added the 
outward service : "because David's heart was ready, therefore his 
tongue and his instruments were ready also to praise the Lord". 
The t h i r d objection springs from the Pauline test : " I w i l l 
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sing with the S p i r i t , and I w i l l sing with the Understanding also". 
Our author resolutely refuses to believe that the English language 
sung i n the most "exquisite music" can be an unknown tongue, but, i f 
i t i s , then i t i s the l i s t e n e r who i s at f a u l t . Butler points out that 
the replies i n the Ten Commandments and the L i t a r y are well known, as are 
the common anthems l i k e Te Deum and Magnificat. On other occasions the 
meaning can easily be perceived from a solo voice, and the repeats i n 
the choral sections are an aid to i n t e l l i g i b i l i t y . Anyone who can read 
can follow the words i n a book: he who cannont read can learn words by 
heart. Butler then delivers his punch-line: unless a l l these conditions 
can be s a t i s f i e d even the p l a i n metrical psalms cannot be understood. 
That the congregation cannot j o i n with the choir i n the elaborate 
music i s the next objection to be encountered. This i s c e r t a i n l y true 
but Butler hastens to point out that i t i s only an extention of the 
same argument l a i d open i n the l a s t objection, since not everybody can 
j o i n even i n the metrical psalms. "For some that have good minds have 
not good voices, and some that have voices cannot read : some that can 
read cannot sing, and some can neither read nor sing. A l l which are 
the greatest part o f most congregations". I n any case, he continues, 
why should i t be thought more necessary that the congregation should 
j o i n with the choir i n the s k i l l e d job of singing Anthems, than that 
they should j o i n with the priest i n reading the lessons or the prayers? 
Butler i n s i s t s that t h i s s i t u a t i o n must always have existed since i t 
would have been impossible for the congregation to j o i n with the priests 
and Levites i n Old Testament days, except i n well knownresponses. To 
those who i n s i s t that they j o i n with the choir, Butler o f f e r s t h i s 
advice: learn to sing. I f , however, the objection i s directed towards 
elaborate church music per se, then Butler compares the a t t i t u d e o f 
the objectors to "those i r r e l i g i o u s s a c r i f i c e r s , that offered to God 
the h a l t and the b l i n d and kept the f a i r e s t and the f a t t e s t o f the 
ca t t l e for themselves." 
The l a s t objection concerns the a v a i l a b i l i t y o f "exquisite music" 
since i t i s quite obviously not possible for every l i t t l e parish church 
to have a cathedral choir. Butler demonstrates that i t w i l l be necessary 
that some places be s a t i s f i e d with metrical psalms, preferably i n parts, 
or even i n unison, but, i f t h i s i s offered with the s p i r i t and the 
Understanding, then God who accepted the widoe's mite w i l l accept t h i s 
o f f e r i n g . There i s nevertheless a caution to be observed: even at t h i s 
humble l e v e l o f performance, i t i s possible to aim at perfection and 
we must at a l l costs avoid "indecency and disorder". 
Section four of t h i s second chapter i s devoted to the special 
uses o f divine music most of which are to discovered i n a close study 
of the Psalms of David. Butler c i t e s numerous examples of the varying 
functions of the psalms. I n addition to t h i s ordinary use of divine 
music, v/e are also given a glimpse o f the extroadinary use, to ward o f f 
the e v i l s p i r i t and herald the good; thus did David and his harp pacify 
King Saul, while Elishah needed the help of a minstrel to prophesy to 
the three Kings. Butler makes reference to Luther who was f i r m l y 
convinced that music s t i l l had the power to ward o f f e v i l s p i r i t s : many 
people would have agreed with him. 
"An Apostrophe to our Levites" presents the duties and 
re s p o n s i b i l i t i e s o f those concerned with church music, poet, composer 
and singer. The picture he paints o f the condition o f church music at 
the time i s greatly at variance from that given by other authors o f the 
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seventeenth century, even though d e t a i l s are hard to come by. His 
glowing report reads : "Our composers...through t h e i r rare w i t , a r t 
and practice, are now grown to that perfection, that, i f i t were possible 
they might exceed Asaph, Heman, and Jeduthun : and for our Chanters and 
Singing-men, t h e i r s k i l l i n a l l sorts of music i s most complete: t h e i r 
voices and instruments...as good as nature and a r t can make: that 
nothing i s now wanting i n our Quires; i f , w i t h a l l , they be adorned with 
such outward and inward graces as become those that sing the Lord's 
songs i n h i s holy temple". The f i r s t reaction to t h i s encomiastic 
review must be to ask j u s t where does Butler gather his information. 
I n view of the high-flown terminology, one assumes that he can only 
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be speaking of cathedral or collegiate churches. Thomas Mace, w r i t i n g 
f o r t y years a f t e r Butler, gives a t o t a l l y d i f f e r e n t picture of music 
i n these establishments. Unfortunately for us, we are given no clue as 
to the provenance o f these halcyon days of church music. I n the l i g h t 
of our knowledge of Butler's background we are led to conjecture Oxford 
or Winchester, or both, and perhaps London which he may have v i s i t e d 
from time to time i n connection with his books, some of which were 
published there. The s i t u a t i o n at the Chapel Royal, according to 
surviving records, suggests that, even with the best musicians i n the 
kingdom, performaces o f the calibre described by Butler were not the 
norm. Indeed William Laud, Bishop of London and Dean of the Chapel Royal, 
had occasion more than once i n the early 1630's to reprimand the 
Gentlemen of the Chapel for not wearing t h e i r gowns, nor bringing t h e i r 
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psalters, and for not singing. Nor were conditions i n the provincial 
68. Musick's Monument 1676 
69. Cheque Book. ed. Rimbault pp 77-8 
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cathedrals n o t i c e a b l y b e t t e r . The s t o r y o f Thomas Weelkes a t 
Winchester College and Chicester e a r l y i n the seventeenth century lends 
an a i r o f c r e d u l i t y t o John Earle's h i g h l y coloured d e s c r i p t i o n o f 
71 
s i n g i n g men. A f t e r a c a r e f u l survey o f music i n the E n g l i s h cathedrals 
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i n the r e i g n o f E l i z a b e t h , Alan Smith' w r i t e s t h a t " i t seems c e r t a i n 
t h a t c o n d i t i o n s o f residence, pay and performance were o f a very low 
standard indeed", except f o r Chapel Royal and a few c a t h e d r a l and 
c o l l e g i a t e foundations. There i s no reason t o t h i n k t h a t t h i s s i t u a t i o n 
changed s i g n i f i c a n t l y , except f o r the worse, i n view o f the country's 
economic c o n d i t i o n , i n the e a r l y years o f the seventeenth century. 
I t i s most u n l i k e l y t h a t B u t l e r i n p r a i s i n g the performance 
standards o f church music was r e c a l l i n g any golden days o f h i s youth 
i n Oxford, f o r we have seen, t h a t , although he h e l d a c h o r i s t e r ' s 
place a t Magdalen, there were no ser v i c e s i n the c o l l e g e . The o n l y 
p o s s i b l e j u s t i f i c a t i o n f o r h i s statement would be t h a t journeys back t o 
Oxford i n the e a r l y years o f the seventeenth century had a f f o r d e d him the 1 ryo 
o p p o r t u n i t y o f hearing such music as he describes. Perhaps Richard Nicholson, 
I n f o r m a t o r Choristarum a t Magdalen and l a t e r f i r s t Choragus a t the 
U n i v e r s i t y , produced performances o f t h i s h i g h standard, o r was i t 
Edward Lowe a t Christchurch Cathedral. A l l we know f o r c e r t a i n i s 
t h a t B u t l e r r e c a l l s a performance o f Thomas Tomkins' "When David heard 
t h a t Absalom; was s l a i n " , i n the Music School a t Oxford. Thomas 
rec e i v e d the B. Mus. degree as a member o f Magdalen College on 11th 
J u l y 1607, and i t has been suggested by S i r I v o r A t k i n s t h a t the work 
7k 
named above was h i s exercise,although Denis Stevens r i g h t l y adds 
70l I n David Brown's Thomas Weelkes pp 21-^5 
71 • Micro co sinography 
72. " C u l t i v a t i o n o f Music i n Eng. Cathedrals..."P.R.M.A. V o l . 9k p 37 
73• E a r l y Occupants...Worcester, p^7 
7k. Thomas Tomkins... p 32 
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t h a t there i s no evidence to support t h i s hypothesise This sane work 
t u r n s up i n Thomas M y r i e l l ' s c o l l e c t i o n o f manuscript music " T r i s t i t i a o 
Remedium", dated 1616, and l a t e r i n Songes o f 1622 and j j u s i c a ^ t e o ^ 5 a ^ a t 
16680 B u t l e r waxes l y r i c a l over the work and t h i s must have been a 
very f i n e performance. Perhaps he fondly imagined t h a t performances 
l i k e t h i s one were the s t a p l e fare o f a l l E n g l i s h Cathedrals; perhaps 
there was somewhere i n Oxford which r e g u l a r l y produced such excellence; 
perhaps the myth o f the "golden age" had already begun; most l i k e l y i t 
was an o l d man remembering b e t t e r days and t r y i n g to be c h a r i t a b l Q . 
His advice t o singers i s homely yet p e r t i n e n t and possesses a 
c e r t a i n timeless echo. I t embraces not o n l y the q u a l i t i e s t o be expected 
o f church singer but also r e q u i r e s the complete s u b j e c t i o n o f s e l f , a l l 
admirably summed up i n the Laudian watchwords, "0 worship the Lord i n 
the beauty o f h o l i n e s s " . He goes on to instance examples o f the zedlous 
care the church has always taken to keep her musicians up to theso 
exacting standards and, i n c i d e n t a l l y , reveals the age-old problems which 
have c o n t i n u a l l y b e d e v i l l e d the e f f i c a c y o f music i n worship. 
Chapter Three introduces the discussion o f c i v i l music, o r , ao 
ue would c a l l i t , secular, bearing i n mind t h a t Guch a phenomenon e x i s t s 
o n l y by a s s o c i a t i o n . B u t l e r sees t h i s use o f music as secondary to the 
sacred use, p e r m i t t e d by an indulgent god f o r the solace o f h i s croature2, 
"as a temporal b l e s s i n g to h i s people", and agreeable to nature. 
A r i s t a t l e and Co. t e s t i f y t h a t music i s n a t u r a l t o mankind, so much so 
t h a t B u t l e r can conclude w i t h the Boethian aphorism "Not t o be animal 
Musicum i s not to be anisaal r a t i o n a l e " . Divine allowance o f the seculor 
use o f music i s proved by a barrage o f h i g h l y apposite b i b l i c a l 
q u otations, perhaps best epitomised i n the l i n e from 1st Maccabees : 
"Joy was taken from Jacob; and the pipe w i t h the harp ceased". B u t l e r 
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shows hi m s e l f w e l l acquainted w i t h the o p i n i o n , o f t e n advanced by the 
p u r i t a n s o f any age, t h a t there e x i s t close t i e s between music and 
"wickedness". These t i e s o f course s p r i g g not from the music i t s e l f 
but perforce from the ass o c i a t i o n s - music i n the t h e a t r e , music f o r 
dancing, music i n the tav e r n - a l l o f which came i n f o r some s l a s h i n g 
c r i t i c i s m d u r i n g the e a r l y seventeenth century. But the inference t h a t 
over-indulgence i n o r abuse o f music c a r r i e s With i t the seeds o f 
wickedness seems t o our author n o t be s u f f i c i e n t grounds f o r p r o h i b i t i n g 
the p r a c t i c e o f secular music. 
I n Section Two B u t l e r discourses on the many s p e c i a l uses o f 
secular music, f i r s t as a means o f r e l i e v i n g the monotony o f the 
workaday wor l d , not perhaps the most e x a l t e d compliment t o music, but 
c e r t a i n l y an a t t i t u d e o f numbing f a m i l i a r i t y t o the t w e n t i e t h century. 
To t h i s he adds music's h e a l t h - g i v i n g p r o p e r t i e s which guarded the 
s i n g i n g man from asthma, pneumonia and consumption. Byrd gave t h i s same 
advice a t the end o f the s i x t e e n t h century. Secondly B u t l e r recommends 
music as r e c r e a t i o n f o r the mind worn out w i t h study, oppressed w i t h 
care, o r i n need o f r e l a x a t i o n . I n l i n e w i t h the c l a s s i c a l 
c i v i l i s a t i o n s t h a t were h i s h e r i t a g e , he considers music t o be an e s s e n t i a l 
p a r t o f a f e a s t . 
He notes from the same c l a s s i c a l sources t h a t music has always 
been c l e a r l y associated w i t h the deaths and f u n e r a l r i t e s o f great men, 
and also w i t h v i c t o r y c e l e b r a t i o n s and oth e r s t a t e occasions. Music as 
an i n t e g r a l p a r t o f dancing he acknowledges and approves, c a r e f u l l y 
demonstrating the a n t i q u i t y and health-promoting q u a l i t i e s o f t h i s a r t , 
and p o i n t i n g out t h a t the Jewish people, A r i s t o t l e , P l a t o , Socrates, 
Homer, and the e a r l y C h r i s t i a n church were unanimous i n t h e i r 
commendation o f i t . 
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B u t l e r employs the same question and answer technique on the 
use o f c i v i l music as he had a p p l i e d t o sacred music. He p a t i e n t l y 
enumerates the most common o b j e c t i o n s and s t e a d i l y destroys o r 
discounts them. The f i r s t o b j e c t i o n t o the c i v i l uses o f music, as 
B u t l e r records i t , i s t h a t these c i v i l uses are n o t h i n g but v a n i t i e s , 
normally so much abused t h a t they do more harm than good. Carrying the 
f i g h t t o the enemy's camp B u t l e r h e a r t i l y agrees t h a t they are v a n i t i e s , 
since e v e r y t h i n g mankind does o r i s , i s v a n i t y , but u n l i k e much o f the 
intemperate c r i t i c i s m o f music t h a t i s to be found i n h i s age, B u t l e r 
r i g h t l y apportions the blame f o r the abuse not only on youth which i s 
n a t u r a l l y given t o excess but also on a u t h o r i t y which allows such abuse 
to go unchecked. I t i s p a r t o f the r e s p o n s i b i l i t y o f those who are 
placed i n a u t h o r i t y t o set and maintain c e r t a i n standards o f behaviour 
to ensure t h a t those who f i n d t h a t they cannot conform to these 
standards be prevented from t a k i n g p a r t i n any o f these l e g i t i m a t e 
p r a c t i c e s . This i s a remarkably advanced viewpoint f o r a man o f the 
seventeenth century. 
The second o b j e c t i o n i n many ways grows out o f the f i r s t . I t 
must have been a f a m i l i a r c r y from those responsible f o r e x e r c i s i n g 
p a r e n t a l c o n t r o l and p u b l i c a u t h o r i t y t h a t the s e t t i n g and m a i n t a i n i n g 
o f standards o f decency i n p u b l i c behaviour were c o n s t a n t l y faced w i t h 
the l i c e n c e and p r o f i l i g a c y o f the Ballad-makers and Dance-makers. Of 
those two more disr e p u t a b l e elements o f seventeenth century s o c i e t y , 
i t was the Ballad-mongers who presented the g r e a t e r t h r e a t t o p u b l i c 
o r d e r , peddling t h e i r i n s i d i o u s t r a s h a t v i l l a g e f a i r s , i n market places, 
and even on occasion a t p r i v a t e houses. B u t l e r , i n l i n e w i t h 
establishment t h i n k i n g , places the blame on the i t i n e r a n t m i n s t r e l s y v/ho 
alone were responsible f o r disseminating the f i l t h y songs o f the B a l l a d -
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makers and the f i l t h y fashions o f the Dance-makers. The wandering 
m i n s t r e l s had long been recognised as a c o r r u p t i n g i n f l u e n c e and 
successive monarchs had t r i e d t o c o n t r o l the breed w i t h harsh 
l e g i s l a t i o n . As musicians, o f course, the q u a l i t y o f i n d i v i d u a l m i n s t r e l s 
must have v a r i e d enormously, from those who were f i n e p l a y e r s and p r e f e r r e d 
the wandering l i f e to those who were a b s o l u t e l y incompetent musicians 
but who managed to s c r a t c h meagre subsistence from unsuspecting v i l l a g e 
f a i r s . I t cannot be supposed t h a t the Elizabethan vagrancy laws 
stamped out the m i n s t r e l s y completely but they went a long way to 
b r i n g i n g the problem under c o n t r o l , and once the constant wandering o f 
m i n s t r e l s was p r o h i b i t e d , - u n l e s s they were attached t o someone i n 
a u t h o r i t y - , the musicians i n any p a r t i c u l a r area seem to have banded 
together i n an e f f o r t t o m a i n t a i n standards, teach, secure employment 
and i n many oth e r ways to look a f t e r t h e i r own i n t e r e s t s and also those 
o f the community which a f f o r d e d them p r o t e c t i o n . The i n d i v i d u a l 
m i n s t r e l v/ho was completely unattached and made h i s music h i s l i v i n g , 
was running a grave r i s k by the end o f the s i x t e e n t h century. Yet even 
the harsh p e n a l t i e s imposed f o r infringement o f the vagrancy laws d i d 
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not succeed i n completely e r a d i c a t i n g the breed. W o o d f i l l s , book'^ gives 
a very good survey o f the independent m i n s t r e l s y . Tntze t o h i s 
undying optimism B u t l e r can see signs t h a t changes are a f o o t , and t h a t 
a b e t t e r generation i s approaching. This a t t i t u d e i s c h a r a c t e r i s e d 
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i n the remark: "our Marlowes are turned i n t o Quarleses"; B u t l e r 
leaves us i n no doubt t h a t he p r e f e r r e d Quarles t o Marlowe. ' K i t ' 
Marlowe was one o f the most tempestuous f i g u r e s o f Elizabethan 
l i t e r a t u r e : suspected o f a t h e i s t i c tendencies, a secret p o l i t i c a l agent, 
75~. W.S. W o o d f i l l ; Musicians i n Eng. Society...pp 109-132 
76. A lengthy discussion o f t h i s statement i n N.C. Carpenter: "$ 
Reference t o Marlowe..." Notes and Queries 
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77 member o f Raleigh's "School o f Nig h t " dabbling i n w i t c h c r a f t , a 
noted blasphemer who met h i s death as the r e s u l t o f a tavern brawl i n 
78 
Deptford, he also managed to w r i t e magnificent drama and poetry. 
Quarles was o f a d i f f e r e n t breed: C h r i s t ' s College Cambridge, L i n c o l n ' s 
I n n , noted R o y a l i s t v/ho published pamphlets i n defence o f Charles I and 
a book o f r e l i g i o u s poems, Emblems i n 1635, he p e r s o n i f i e d a somewhat 
d i f f e r e n t ethos from Marlowe. 
I n an Epilogue B u t l e r eloquently urges moderation and temperance 
i n a l l our r e c r e a t i o n s . 
A word or two must be s a i d on the e f f e c t o f the whole book and 
an estimate made o f B u t l e r ' s achievement. I t seems most probable t h a t 
the idea o f penning a volume o f t h i s nature, while outwardly indebted 
to Lucian's c o n v i c t i o n t h a t any a r t r e q u i r e s a 'systeffla' and p r o f i t a b l e 
uses, was d i c t a t e d by the p o s i t i o n i n which music found i t s e l f i n 
e a r l y seventeenth century England. There i s no doubt Jcthat B u t l e r i n 
The P r i n c i p l e s o f Musik was s e t t i n g out a r a t i o n a l defence o f an a r t 
he deemed to be under a t t a c k , an a r t which was soon to be deprived o f 
one i t s c r e a t i v e o u t l e t s , t o B u t l e r the supreme c r e a t i v e o u t l e t , 
elaborate church music. Whether t h i s a t t a c k was mounted by a s e c t i o n 
o r sections o f the community which can be i d e n t i f i e d as " p u r i t a n " i s 
another matter. Hawkins, and l a t e r Burney, would have u s b e l i e v e t h a t 
music was banished the realm, Scholes i n s i s t s t h a t there i s no 
evidence against the P u r i t a n s : the r e a l t r u t h l i e s somewhere between 
these two e x t r e m i t i e s , but i t i s no p a r t o f t h i s study t o re-evaluate 
the s i t u a t i o n , however tempting may be the prospect. B u t l e r never 
once uses the torra P u r i t a n which appears always t o have been an abusive 
e p i t h e t , and i t i s to h i s c r e d i t t h a t i n an age prone to pour 
i n v e c t i v e on i t s r i v a l f a c t i o n s , he maintains an a i r o f s t u d i e d 
moderation and C h r i s t i a n c h a r i t y , l/e know t h a t B u t l e r h e l d R o y a l i s t 
views and sympathised w i t h the Laudian High Anglican t r a d i t i o n . VJo 
also know t h a t a considerable body o f o p i n i o n a t the time, broadly 
i d e n t i f i e d under the banner o f p u r i t a n i s m , d i d not value e i t h e r the 
monarchy o r the e s t a b l i s h e d church - perhaps the two sides o f the 
same-coin - i n the same way as B u t l e r . He was convinced t h a t 
musical p r a c t i c e was about fcbj be d r a s t i c a l l y re-fashioned, and since 
he b e l i e v e d t h a t the sacred use o f music was i t s most important asset, 
he sought to { j u s t i f y i t by precedent and reason. To do the job 
thoroughly e n t a i l e d w r i t i n g an elaborate defence o f a l l music, and a 
defence was not enough: there had already been a defence i n the two 
s t u d i e s by Dr. John Case. B u t l e r , the c l a s s i c a l scholar, knew t h a t 
an a r t needed not only p r o f i t a b l e uses, but also a s e r i e s o f precepts: 
Bobk One gives the r u l e s , Book Two provides the apology. 
There i s much to commend B u t l e r as a w r i t e r . We have seen t h a t 
h i s s t y l e i s easy, concise, and d i r e c t , never ambiguous. His 
o r g a n i s a t i o n o f m a t e r i a l shows an assured hand and a d e f t p r e s e n t a t i o n , 
whore a l l the side-issues and c o n f l i c t i n g opinions so p e r p l e x i n g to 
the novice are packed away i n t o neat annotations t h a t would s a t i s i f y 
the scholar. The advice to the beginner i n the f i r s t p a r t o f the volume 
i s always h i g h l y p r a c t i c a l . B u t l e r never d i t h e r s nor does he a l l o w the 
student to f a l t e r , because the i n s t r u c t i o n s are given i n a s t r a i g h t f o r v / a r d , 
homely manner which i n s p i r e s confidence i n our guide. The n a r r a t i v e 
i s not without humour although the humour i s very d i f f e r e n t from Morley's. 
B u t l e r has the a b i l i t y to p i c k out good analogies, and, when the 
occasion demands, he can cut through a mage o f e s o t e r i c s p e c u l a t i o n 
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v/ith one s i n g l e p r a c t i c a l t h r u s t . As a handler o f words he i s masterly, 
both i n h i s n a t i v e language and from the L a t i n : h i s t r a n s l a t i o n s 
are not simply i d i o m a t i c paraphrase. There are occasional flashes o f 
r e a l genius here; h i s d e s c r i p t i o n o f the use o f music by man t o h o l p 
the working day pass q u i c k l y i s " t o deceive t h e i r tedious l a b o u r a u : 
i n t e r pocula he translates"when the wine i s i n and the w i t out", h i s 
v e r s i o n o f Augustine (p 109), "Those voices ( i d p i e r ce ears, and thy 
t r u t h d i s t i l l e d i n t o my heart : and thereby was inflamed i n me a love 
o f piety; the t e a r s t r i c k l e d down, and v/ith them I was i n a happy case", 
i s a gem. An a i r o f g e n i a l optimism pervades the book i n the sentse 
t h a t B u t l e r f a e l s a b e t t e r world i s j u s t around the corner : h i s 
d e s c r i p t i o n o f church music and i t s p r a c t i c e , o f the t i g h t e n i n g o f 
c o n t r o l over the m i n s t r e l s , and so on, a l l t e s t i f y to h i s optimism. 
At the same time he t r e a t s h i s "enemies" v/ith k i n d l i n e s s and respect, 
denying t h a t they are a c t i n g out o f " o b s t i n a n t malice", but r a t h e r 
"zealous ignorance". On many occasions i n the f i r s t book we have noted 
the indebtedness o f B u t l e r t o C a l v i s i u s and Morley, but he was not a 
mere f o l l o w e r , nor would he go against h i s b e t t e r judgement. The 
p o s i t i o n he adopted o.n the " f o u r t h " owes not h i n g t o Maarley whose o p i n i o n 
i s completely c o n t r a r y t o B u t l e r ' s and C a l v i s i u s i s g u i l t y o f oJbject 
equivocation on the t o p i c . F i n a l l y the book provides a l o t o f " l o c a l 
c o l o u r " , g i v i n g i n s i g h t i n t o the p r a c t i c e o f church music, and glimpses 
o f the m i n s t r e l y i n a c t i o n : i t provides a deal o f i n c i d e n t a l i n f o r m a t i o n 
f o r the o r g a n a l o g i s t and several references f o r the l i t e r a r y h i s t o r i a n . 
But i t i s the assurance v/ith while B u t l e r marshalls h i s b i b l i c a l , Greek 
and Roman sources which i s mostly l i k e l y to impress the modern reader a t 
f i r s t s i g h t : even a l l o w i n g t h a t most o f these were the working t o o l s 
o f contemporary s c h o l a r s h i p , we must s t i l l admire the i n d u s t r y w i t h 
which he s i f t e d h i s evidence and the d i l i g e n c e w i t h which he prepared 
h i s case* 
On the d e b i t s i d e , the book leaves several t h i n g s unsaid. 
B u t l e r s e v e r a l times mentions ornamentation but gives no d e t a i l s o f 
how i t was w r i t t e n ( i f a t a l l ) o r performed, simply recommending 
d i s c r e t i o n i n i t s use. He i s not much more forthcoming on the sub j e c t 
o f instumental music, except t o mention the usual dances and to 
confirm t h a t even h i g h l y complex i n s t r u m e n t a l music Has performed a t home. 
B u t l e r admired the a r t o f v o l u n t a r y but gives no d e t a i l s o f what i t 
included. Of the secular music o f h i s age, p a r t i c u l a r l y the v o c a l 
species, he provides only meagre i n f o r m a t i o n , most o f which could e q u a l l y 
w e l l have a p p l i e d t o the t u r n o f the century. He does not mention the 
v i o l i n , the masque, or "theatre"music. 
He i s a t h i s weakest on those t o p i c s which were o f l e a s t p r a c t i c a l 
relevance to the seventeenth century amateur musicians; Greek theory 
and p r a c t i c e , temperament, concord, p r o p o r t i o n s and so on. Nor was he 
much b e t t e r informed on the m a j o r i t y o f c o n t i n e n t a l t h e o r i s t s around 
the t u r n o f the century; the p a r t y about G a l i l e i i n I t a l y was unknown 
to him as was G a l i l e i ' s r i v a l Z a r l i n o . He d i d , however, know Mersenne, 
from as l a t e as 1623, and he also r e f e r s t o h i s De Harmonicis InstcumentcS 
On the subject o f E n g l i s h Church Music he admires the verse anthem and 
Ravenscroft's Whole Booke o f Psalmes, 1621, but h i s constant reference 
here i s t o the music o f T a l l i s and Byrd, not to Gibbons and Weelkes. 
While a f a i r s e l e c t i o n o f contemporary musicians i s s c a t t e r e d through 
the pages ,-of the P r i n c i p l e s , B u t l e r shows l i t t l e acquaintance w i t h any 
o f the music o f these composers. This i s scarcely s u r p r i s i n g i n a 
venerable Hampshire parson, but i t must be conceded t h a t he was somewhat 
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out o f touch w i t h the musical scenes as i t e x i s t e d i n London i n the 
1630's. Such c r i t i c i s m i s no damning indictment o f a musical t h e o r i s t . 
79 
Hawkins thought t h a t B u t l e r ' s t e x t had been neglected because 
o f the "improved orthography" and Reaney would appear to agree where 
80 
he s t a t e s t h a t B u t l e r ' s "phonetic s c r i p t has o f t e n prevented scholars 
from reading h i s t r e a t i s e on music". Both statements are, o f course, 
about one-tenth o f the whole s t o r y : B u t l e r ' s s c r i p t can be mastered by 
anyone used to reading i n about two minutes, j i t i s h i g h l y s i g n i f i c a n t 
t h a t there i s no contemporary references t o readers haying had 
d i f f i c u l t y w i t h the s c r i p t / J yet Reaney w r i t e s as i f the book were 
w r i t t e n i n h i e r o g l y p h i c s . The r e a l t r u t h i s t h a t the reader outssde the 
seventeenth century d i d not r e q u i r e a j u s t i f i c a t i o n o f h i s music, and 
d i d not r e l i s h the idea o f dabbling w i t h a strange s c r i p t t o f i n d out 
about a type o f music t h a t had no relevance to the circumstances i n 
which he now found h i m s e l f . But, t o the student o f E n g l i s h music i n 
the seventeenth century, B u t l e r i s a very s i g n i f i c a n t t e x t . 
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